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ABSTRACT

Thisthesis explores the experiences of beginners learning to sew clothes for themselves at

home, consideredn the context of fashion sustainabilitfhestudy investigates how people

learn clothes sewing skills, the resourtlesy use andthe difference this learning makes to

their relationship with clothingThe research is informed by literature addressing sustainable
fashion, fashion theory, craft theory, amateur craft and home sewliitgrature relating to

design, sustainability, degrowth and new materialism provide a wider contextual frame for the
study and its conclusion$he research usescombination of qualitative, ethnographic and
participatory methods brought together in a novel configurati@the video

elicitation/workshop (VIEW) encounterA y ¢ KA OK LJ- NI A O A-teltodddd Q 2 2 dzN.
video clips informed conversations about their experiences of learning to sew clothes. Three

themes, developé from an interpretative thematic analysisre addressed.

Qraft learning and emotiomighlightscontradictions betweesewindd 2y f Ay S LJ2 NI NJ
the material reality of learning to make clothes at hariibe importance of home sewing

outcomesrelative to the enjoyment of the proceshallengsromantic notions of sewing

Wearabilityof homemade clothess identified as crucidb the satisfaction and enjoyment of
sewing Sixwearabilityfactors¢ fashion, fabric, fit, form, functionality and finighare
identified ascontributingto the structural integrity ohome-sewnclothes and their

physiological and psychological fit for the makezarer.

Materiality considers the material aspects of digitally mediated contemporary clothes sewing
practices: the material encountgrthe embodiedexperiencesand the material circumstances
in which they are situatedThese aspectgveal the physical mechanics of clothes making and
the reality of clothes as thredimensional forms, witing reflection on the materialities of

clothing production within (and beyond) the home.

This thesis concludes thahhanced material engagement with clothésrough the process of

trying to make themaltersd SgA a0 a4 Q LISNODSLII A2y & ZEheposiite2 § KA y 3
affective experiences of making, and the changed perceptions of clothing, indicate the

potential of home sewing as a sustaibility (an ability that enables people to behave more
sustainably), while not necessarily offering a route to garmentewiing practices that are

materially sustainable in their own right
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Chapter 1- Introduction

CHAPTER-INTRODUCTION

1.1 Unsustainablefashion

Thedominantglobal fashion systerof the twenty-first century is unsustainabl®©ver

the last two decade<lothing consumption hagscalatedandthe negative
environmental impacts of the garment industry and clothing consumption practices in
the global North have becomacreasingly appareng|len Maérthur Foundation

2017, Environmental Audit Committe2019). The acceleration of the climate crisis and
wider public awareness dheseissueshasincreased the urgenogf work onfashion
sustainability within bothndustry and academia. €lrecognition of the need for
changehas revealedliffering viewson the type of change thais neededfrom
divergent¥ (i S OK y 219 B © RIO GegFnedtifiesPRtcher 2013: 565
Technocentricsolutionsplace aremphasison industryandthe development of
technologies focleaner, closedoop circular econones Those addressing the issue
from an ecocentricorientation placeemphasison fashion practiceandthe need for
wider cultural and systemic change within the industry and society nbooadly
(Payne2019).Inthis PhD | approachashion sustainabilitfrom an ecocentrigosition

in which thepossibilities ofttultural and systemichangeare of interest.

1.2 Fashion agveryday practice

Drawing inspiration from design activism and fashion sustainability scholars Kate
Fletcher and Amy Twigger Holroyd, and sociologist Joanne Entwistle d bakad
view of fashion asituated embodied everyday practice (Entwistle 20Rigtcher 2016
Twigger Holroyd 2017AsEntwistleputsit, WK dzY' I y & | NB @EMNdBsiea SR 06 2 |
2015: 3). Consequentlyye all participatan some wayn fashion as a cultural
phenomenon(Kaiser 201R As deftly illustratel inC f S (i CriBdNKs§2016) there
isan abundance of practices that occur and shape fashion once garments leave the
shops If we ¥hoose to looko the margin§FletchersuggestsW 2 (i f§sBidtlideas
and formulations are presemndY dzf { A F{20MN6¥62.8xllaing a similar line of
GKAY1AYy3Z ¢6ATIASNI I 2f NPe R Oép¢gnddalliindz ft A &4 S a
NBaAraldlyd G2 WSy Of 2adzNB Qniea (GK2SY V¥ yadk ARG Y
all of the garments;, new, old, fashionable, unfashionabie y S E ahefdlisy OS Q

1



Chapter 1- Introduction

fashion practices of amatesiabound(2017:58% LG A& Ay ¢gAIISNI | 2
collaborative commons that | find inspiration for this theswjchfocuses orthe

experiences of people learning to sew clothes for themselVee.home sewing and

knitting of clothes ar@amongst themarginal¥ 2 Nya 2F WTlF aKA 2y LINR O
S E LINX identiiet! Py@letcher(2016 61-62). This researcBheds light on home

clothes sewing as a contemporary practice amdonsides what place it might have

in the imaginationandrealisation ofalternative fashion futures

1.3 Stitched seams

For historical, cultural and patriarchal reasons sewing has long been a highly gendered
and consequently devalued sklliterature addressinghe domestic or commercial

sewing of clothess limited.The literature that is availablgrovides a partial and

fragmented picture of how sewing skills have been learnt and passed on ovet time
school, in service, in factories and within the hog@nd suggestsewingin the UK,

whether commercial or domestitp have been predominantly thpreserve of women
(Buman 199%). In both feminist literatureand popular consciousnesise home

sewing of clothegin particulat has retainedt G NPy 3 | Aaa20A 1 A2y a 6A

the past(seeSection 3.3

Asreadyto-wear clothingbecame cheaper and mogdentiful andother social and
economicfactorschangednanyg 2 Y S widiking livesduring the 1970s and 1980s
home sewinghecamelesspopularand lesseconomicallyadvantageousn the UK,
muchasSchofieldTomschinrdemonstrates it did inhe US1999) The sale of paper
sewing patterns, while still booming in the 1966@sclinedsignificantly by the 1980s
when many independent fabric stores and haberdasheniese alsoclosed (Spanabel
Emery2020). Asthe massprodudion of ready-to-wear clothinggrew,commercial
clothing productioralsomovedoverseasandemployment in the UK textile and
clothing sectorapidly fell¢ by 90%between 1979 and 20180NS 2014 As the
perceived value ojarmentmaking skills diminished seemstheseskillswere less
frequently passed on within the home or UKschools Consequentlygarment making
of any kindbecame less visible or more marginalised within UK cultureowards

the end of the twentiethcentury. However gitched seamsemainessential to the
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construction of most clothingespite theglobal¥f A KA 2y Ay Rdza i NEB Q& S
and growth the continual relocation in search of cheap (often synonymous with
unprotected) labour has allowed the fashion industry to remain conspicuous in its

relative lack of automation (Fine and Leopold 1993; Entwistle 2015; ILO E&tple

¢ mostly womerg at sewing machines are significantly ungtecognised and under
compensated within theurrentunsustainabldashionsystem (von Busch et.2017).

In most masamanufacturing industries, capital investment in machinery tends to

replace people over timelhishas not been the case in the garment induskryere

theWA Y RA DA Rdz £ ¢ 2 NadBiNds ktill thelstaBe ohcl6tRingd A R dzi €

LINE RdzO (i A 2 Y@15: 813.He vaktanajdriy of clothing production still

involves fabric being fed through a machine by hand.

A different group opractitioners, also overwhelmingly female, sit at the heart of this
researchthose choosing to learn to sew clothes for themselves.iifigntionis to
understand experiences of home sewing in their contemporary UK context. | take an
unsentimental view of this topic, neither looking nostalgically at a#og#ed past, in
which women enjoyed lovingly sewing clothes for themselves and their faratlies
home, or its opposite, in which domestic sewing might be seen as endless drudgery.
Myintentions: 3IAGSy aSgAy3aQa AYyONBFaAy3d L Lz | N
of those choosig toengage in clothes sewirad home can tell us that is of value in
reimagining relationshipwith clothes in an altered and environmentally compromised
future. The significance of stitched seams and those s&wthem isthe feminist

thread running through this thesiand the examination of fashion sustainability issues

emerging from it.

1.4Homeclothes sewing

Home ¢othessewinghas seera resurgence ipopularityin the twentyfirst century

(Bain 2016)As withother crafts,thisresurgencecan be linked tdhe internet-enabled

maker culturethat emerged around the turn of the millenniu(@auntlett 2011, von

Busch 2010%long withincreagdinterestinWa dza I A y I cHorBe@wibgR & S & G & f
resurgencehas come with its own evolving digital and material culture and even its

own primetime TV showThe Great British Sewing Bgeferred tohereafteras
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Sewing Begattracted 4.9 millionviewersin 2020 (Tilley 2020Pespitethe increasing
popularity of amateurclothessewing the practicehas been paid relatively little

academic attentiorwhen compared wittknitting and other textile crafts (Bain 2016).

Where home sewing is addressed directly, the focus is more frequentlyedmand

skills used to mend and altetothes rather than the machine sewing skills involved in
garment construction. Research and practice promoting upcycling, clothidgsign

2N FlakKAzy WKI O] (cin@udiégruSingngcRine skillslzd rddtructure ny 0
existing garments, often starts from a position of some prior sewing knowledghis
researchfocuseson the experiences dbeginners learninglothessewing skills at

homeAy GKS ONI FGQa RAJIAcontdxit @ SylugAySR O2yi

1.5 Situatingthe researcher

Beforeoutlining further details othe studyl will introduce myselfin relation toits

subject matter recognisinghat all practice, including research practice, is situated

(Haraway 1988andas a resultmy positionality has a bearing on Below | will touch

on my sewing historymy craft and design practi@d myacademic angbrofessional
background. | do so in papecause othe Wdzy O 2 v @ & tfaili id t8 saynbndinear

¢ route thatled me toembark on this PhD am encourageéd @ WI O1 A S -D22 RS
ethnographicaccountof her own relationship with clothes as a maker and a wearer
(2016)andbyY | 10 S Cfrefent@E GrNdd@ (G2 al & cWye Ak (io66!I wza R
fAFS Aa Ayl @0k 3)petausahyiived expesedcinterecs with

the subjectmatter of the studyin severalways

My swing history

| am a white woman in my early 50s. | grew up in a midtiss household in a

suburban town in the orbit of London. Mjadworked in a professional public sector
jobwhilemymumii 221 2y | GNIRAGAZ2YIf K2dzASoATFSQ2
family. Growing upl often wore homemade clothes, which were walhde and much

loved. | learnt to sew at home as a child, first by hand, then on a-beartked Singer,

before starting to make my own clothes, aged around 13, with the help ahom

and her electric machine. This wiasthe late 1970s/early 1980svhenhome sewing
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and the passing on afewingskills within the homeavere in decline | wasrare

amongst my peers in having leaotsew my own clothes

My sewingcontinuedthroughout my teens and 20s, first to afford the clothes | wanted
and then to have clothes that properlytéd when my body did not conform to what

the shops provided. In the 1980s and 1990s many sigdet fashion brands did not
NRdzi Ay Ste LINRPRdAzOS Of2iKSa o6Se2yR | &aAl $

pFld mMnAyar GKS g2NRacAHRYIS 14¥mMm2d KGOl © f Q

leavinghome, | continued tomake, adapt and alter new and secondhand clothes.
haveusedmy sewing skill®ver the yeargor practical purposes, for fun and as a way

to earn extramoney. | have sewn for others as well as myse#dking costumes for

student productionsrefitting a handme-down wedding dres$or one friend

replicatinga favoured maternitydressfor another,andd NA Yy 3Ay 3 | WaSYS
as part ofathird friend@ MA Gitical Design project (Clayton 2007). When others have
sought my sewing skills it has more often than not been because | am the only person
they krew with the knowhow. This has meant that tlough I find sewing an

enjoyably solitary pursuifor me, making has always been connectiqgith people,

things and ideas (Gauntlett 2011).

Craft and design practice

| came to this research asmaker and designer with an MA in Creative Practice
focusedon textile print design, with craft theory and sustainable fashion as context.
Ongraduating in 2016 | developed a midsasinesdesigning andelling flatpack cut
and-sew Kkits for beginnersThe kitscombined the flat pattern outline for a garment
and its surface patterrdigitally printed on a single piece fabric (Figure 1)Thekits

were the materialisation of a set @leas linking print design, amateur craft and

sustainability¢ KS RSaA3ly 2F GKS {AG SyOlF LlAadzZ I 6§ SR

(Dant 2006 Watson & Shov@008), such thatsome of the competence to make the
garment was designed into the printed fabric itself (Cooke 2Qmh8pired byAnne

Kenned{ igonicClothkits from the 1970and using contemporargligitaltechnology
the kits wereproducedon a print-to-order basisintended tominimiseenvironmental

impact and wasteMy intention wasto bring the pleasuref making a first garment
5

¢



Chapter 1- Introduction

within reach of more people and fgromote the learning ofsewingskillsin the
process The kitswere launched at theGreat Northern Contemporary Craft Faar
2018 featured in magazing@he Simple ThingsActual Siz® and sold online.
However, @er the time it took to develop and launch the produaty environmental
awarenessanddiscomfort with the world of online marketinga social media
platforms(Instagram and Facebook in particulagd gown. A more systemic
perspective on the challenges of sustainabitiyvanged myorientation towards design.
| realisedthat, for me,the design of textile products was an insufficient response to
the clothingsustainability issuethat concerned melf anything, textile product
design, howevesmaltscale andvell-intentioned, wasas muchpart of the problemas
the solution. Irealised Wwas more interested in thenotivations andexperienceof
those wanting tosew their own clotheg my potential customerg than | was in the
YENLSOGAY3 2F Y2NB WailddzFFQod LG ol a GKAA NI
proposal for this PhD.

@

N7
4 N\
| ) Q)FQ 1
\ ‘Q&f}) S
W\

= =

Figurel- Flatpack cutand-sew kit for Low Top Skirt (top and centre bottom).
Pocket Skirt (bottom left and right)

1¢KS {AYLE S ¢KAYy3Ia OHAMTO WEKAy3Ia
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Formal and informal education

Beforestarting my masterat Leeds Arts Universitg 20141 pieced togethemy
creative educatiornargely through practiceengagement with friends in the art and
design education sector and intermittent accéssadult education programmeshen
time and money allowedincludingaBTEC Diploma #rt & Designand multiple short
coursesn textile designprofessional sewingechniquesand pattern cutting). My
formal educationbeforethis consisted othree Alevelsin STEM subjes{Maths,
Chemistry &Biology andan economics degreés a teenagein the 19804 was
strongly encouragedat home peingamongstthe first generation to entethigher
education) and at my comprehensive schaolpreference science over art subjects
irrespective of my interestdt is only nowjn thinking about alternative routes for
fashion and relationships with clothesathsome of this learninfeelsuseful to me.
Clothesare science Czerski 203) ¢ fibresgrown, extracted, extruded and treated
through chemical and biological processiesmed into fabricandengineerednto
three-dimensionalwearable objects Fashion, in its current globally dominant faris
economic WO LIA G | £ A & Y Qas Werhe@Soami isftén créditaddsR Q
saying(Briggs 2013Stauss 2019

After graduatingfrom my first degreen 199Q uninspiredby the economicd had been
taught, I took mycombinedinterestsin social justice and secondhand clothes and

went to work for Oxfam, first as a volunteer and thiera paidAssistant Shop Manager
of a large shop in YorK hisexperienceanda subsequent charity shop management
role were an education in themselves. | learnt a lot about clathbsutstyles,

materials, production values, what people buy and what they discard and about what
is valued, or not, and by whomalsolearnt how much goes to waste and how

common the misconception is that the charity shop customsehe charitable cause. |
managed volunteers three times my age who, having grown up durin§etbend

A 7

World War,sometimesK R | GiAGdzRSa (G2 ¢FadasS GKIFEG 6SN

3 Art & Design, Advanced Ley¥lbrk College, 1994Art &DesigriPortfolio Preparatior(City Lit, 199p
Foundation Studies in Art & Design, BTEC Dipl@amberwell College of Art, 199%/®rofessional
Sewing Techniqugtondon College of Fashion, 20d@troduction to Graphic Desigi€entral St
Martins, 2003 Drawing & Painting for Textile DesiffPentral St Martins, 20QPattern CuttingMorley
College, 2008/pAccess to Higher Education in Art & Design, Diplfireads College of Art, 201314

7
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required to maximiseharity incomefrom donated goodsThrough mycontinued

interest incharity shopss a customeover the yearsl have witnessethe decline in

the quality oftextiles andclothingfirst hand* Compared with the clothes | was sorting

on &@SIFNRBR 323 (2%Rede@dnbimet dnd réderddfinuiti®el I & K S R
polyesterand mixed fibreslo not appearo be a testament to human progress or
meaningfulinnovation. There must, | am sure, be other wéyat the joys offashion

canbe materialisedn a more socially and ecologically responsible manner

Professionabackground

Towards the end of the 1980my careerin the voluntary sectomoved on fromshop
and volunteer management to bettgraid social policy rolesmostly conceringthe
relationship between voluntary and communibyganisationsandgovernment at
local, regional and national levélThese jobpaid myLondonrent andtaught me a
great dealfirstly, about the capacity of groups of committed individuals to make
positive changgparticularlyfor communitiesor individualswho otherwiselack
recognitionor support sscondly,how challenging it casometimesbe for not-for-
profit organisationgo remain responsivéo need whenfaced withthe audit culture of
public funding bodiesthirdly, how positiveintentions do not always lead to positive
outcomes especially if théntended beneficiariesf an interventionare absent from
the decision making processeand finally,the limitations of government policgs a
means to bring about changafter completing my MA in 201i&aught brefly part-
time on Level 4rextile Desigand for two years on the MA Creatifacticeat Leeds

Arts University.

Thispersonal, educational angrofessional backgrounithfluences my perspective on

design andhe possibilities for cultural and systemic chanigeelation to fashion
sustainabilityl bringall these experiences and mgflexivity as a makedesignerand
researcheto this study whichO2 Yy aA RSNE K2YS aSgAay3a a +y

4 Oral and written evidence provided to the House of Commons Environmental Audit Committee by the
Clothing and Sustainability Research Group at Nottingham Trent University in 2018 highlights the impact
of short lead in times in the fast fashion industry@athing quality (precluding garment wash and wear
testing) and the declining value of these garments to charity shops due to oversupply (EAC Fixing
Fashion report 2019).

8



Chapter 1- Introduction

clothes as material things, and sustainability in fashion as an imperative in troubled

and troubling times.

1.6 Situating the research

| will alsosituate the research in place and timény ethnographigesearch is
influenced by theparticularcultural contextin which it is conductedConsideration of
context feels particularly important for this study becauseds undertaken during
the exceptional circumstances of the global Cal@dpandemicduring whichmany
FaLlSolda 27 (44Sadisl hdntacth@me fifévdoik gatterns, parenting
responsibilitiesshoppingetc.) ¢ were disrupted The social distancing restrictions of
the pandemialteredthe location of the researclrequired the methods to be
changel and subtly shifted the focusf the study fromwhat wasoriginally envisaged
The pandemialsodrew unexpected attention to the value and significance of the
sewingskills being researcheth this section, will expand briefly on these impacts as

context for the study.

Time and place

The research on which this thesis is basmuk place in the northern English city of
Leeds in the UKhetweenJune2020andJuly2022 The globaCovid19 pandemic was
ongoingthroughout much of this period®cial distancing restrictions put in place in
responseo the pandemidncluded threeperiods ofnational lockdownn EnglandThe
research wagsonductedin three phasesPhase | exploratory interviews, Phase Il
participatory craft research, Phase IHgarson workshop and followip interviews |
had initially envisaged that Phase Il of the research would be conducfeson
through a series of workshopsiterspersedwith making activities carried out by
participantsat home, due tothe pandemigit wasconducted entirely remotelyThis
change from imperson workshopto remote methodsshaped the possibilities for the
research and subtly influenced the direction of the study. While some things were lost
in thisshift, including the potential for cdesign and for exploration of the social
aspects of making, others were gainedrking remotely enabled richer,more

nuanced and authentimsight intothe experiences of peoplearning to make their
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own clothesat home. Theresearch design and methods usedhe studyare setout

in full in Chapter 4.

Culturalcontext

Amongst the many unexpected impacts of Celdwas the enhanced visibilityygave
to both the practical value oflomesticsewing skillsand theprecariouspositionof
garment workers; thosesewingclothes for a living, within the global fashion
industry. Althoughalready apparentboth thesefactorswere brought into sharper

focusby thepandemic as discussed below.

Thepandemieinduced sewing surge

The practical value of sewingasimmediatelyhighlightedby the pandemiovhen
people started puttingheseskillsto usein the production offace coverings for family
and friends. Even the UK government issued instructions for how to make a face
covering at home (Department of Health & Social Care 208@ecember 2020,
Patrick Grant; DesignerDirector of Community Clothing and presenterS#wing Bee
¢ promoted The Big Community Setw bolsterthe voluntary sewing effortaking
placein localcommunities(Grant 2020) This voluntaryeffort included maskmaking
andthe more demanding production of nesurgical scrubs for medicpiofessionals
(Nolan 2020)Thelatter wasco-ordinated byrapidly established groupsuch asScrub
Hub andFor the Love of Scrulasid supported by local groups sharidgwnloadable
patterns and ceordinating distributionvia FacebookMurray 2020)It was clear from
the online content associated with these activities that the vast majorithase
makingmaslks and scrubs were women, includiagnateurs and professionals, some of
whom werefurloughed fromfilm and theatrecostume wardrobes andther sewing
relatedbusinesses (BBC 2020, Murray 2029additionto this flurry of sewing activity
taking place imesponseo the pandemichome sewingalso became a popular choice
of hobby for those finding themselves with more time on their ha@d®od 2020)
Again, he increased interest in sewing was evident on social maulisalsoin the
demand fordomestic sewing machiisgmany basic modelsoldout in the UKduring

2020(Knott 2020). A heightenedinterest in sewing during the pandemi@s also

10
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evident in theenthusiasm of potential participants in this reseafskeSectiord.5)

and the storieof some of thosevho becamanvolved

The #PayUp Campaign

At the same time as home sewing wasggingin popularity, the Covid19 pandemic
washighlighing the vulnerabilityof garment workers semmg clothesfor the globalsed
fashion industryln March 2020Qthe fair pay advocacy organisation Remaistigated
the #PayUp campaigto draw attention to theestimated $40 billion in wagdseing
withheld by fashion brands for clothing already produced or in produdiBobb
2020). By withholding paymerthese brandshreateredthe livelihood of thousands
of garment workersvho were at risk ohot being paid forwork alreadycompleted
(Worker Rights Consortium 202Ihe campaign was successful in recoupimg
estimated$20 billion for garment workers from brands and retaildrat had initially
cancelled orders (UCRF 2028ayUp Fashion was establishedhe wake of the
campaigrto sustainpressure orthe industryto address poverty wages and worker
safetythrough greater transparency, enforceable contracts and legislation to protect
worker@ rights.The organisatioicentresgarment worker§yoices andeestheir fair

treatment as the catalyst for change in the fashiodustry.

Far from being exceptionahe issuegprovoking the #PayUp campaigre common
Poverty wages, wage theft and modern day slavery are all seemingly endemic in large
parts ofthe fashion industry (Emran et.&019 Environmental Audit Committee 2019
International Labour Organisation 202/orker Rights Consortium 202These issues
are symptomatic of the widesystemigproblems that makehe current global fashion
systemunsustainableThe consistentlevaluation of hand®n garment production
skills and the lives of garment workergpproximately 80% of whom are women (ILO
2019: 19) and 90% of whom are ununionised (EAC 201%;1E3) at the heart of the
problem By focusing oilothes making; albet through the experiences of amateurs
doing so within the home this studyattempts, in its ownway, to highlightandre-
evaluatethe skilsinvolved in sewinglothes andmake the handshat sew themmore

visible.

11
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1.7 Researcloutline

Having presented a broad introduction to the subject of this thesis and introduced
myself and the context within which the research was undertaken, | will now introduce
the study itselfjncluding theoverarching aimresearchguestions and the structure of

the thesis.

The overarching aim of the study is to examine what the experiences of amateur
sewists reveal that could be useful in deepening our understanding of fashion
sustainability issued.his research focuses on the experiencesesting beginners
choosing to learn to make their own clothfs the first time It is a practicenformed,
participatory study conducted from a feminist perspective. A combination of
gualitative, ethnographic (Pink 2015, Woodward 2020) and participatory (Twigger
Holroyd 2013, Hackney at. 2020) methods, including sestructured interviews,
participatory craft practice, journaling and video elicitation techniques are .UBeel

study is framed by three core research questions:

1 How are basic sewing and clothes construction skills learnt at home?

1 What resources help people to learn basic sewing and clothes construction
skills?

1 How does learning basic sewing and clothes construction skills change home
aSsArAaliaqQ NBflFGAZ2YaKALIA gAGK Of 2GKSak

A fourth question, developed through close empirical exploration of the above three,

links the findings to the overarching fashion and sustainability context for the study:

1 To what extent can home sewing be seen as a sustaility and what role
might it therefore have as a tactic in the transition to more sustainable fashion

futures?

The formulation of these questionthe research design antthe methods used are set

outin full in Chapter 4Themode of analysithroughout thestudyisinterpretative;

12
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data transcriptsvere inductively coded and analysed to identify common themes and

divergent experiences for further discussidrhis analysis &t out inChaptes 5-8.

Theproject highlightghe knowledge and skills required to sew clothes and explores

how these skills arlearnt and appliedy beginnersvithin the home.lt looks at the

types of tools and resourcdbat help and hinder those learning to seandthe

differencethat gaining sewing skillmakesto their relationship with clothesln doing

so, the research elucidateie digitally entwinednature ofcontemporary home

sewing practiceand opensthesepractices ugo critical reflection in their own right
andaspotential tactics in response to thehallenges of fashion sustainability (Payne

20213 2021b). Paying close attentiono the sewing of clothesag | @ 2 F Wwadl & A
0KS (NRdzof SQ 2F 2dzNJ OdzNNBy i FrFrakKAz2y LINBR.

tells us:

requires learning to be truly present, not as a vanishing pivot between awful or
edenic pasts andpocalyptioor salvific futures but as mtal critters entwined
in myriad unfinished configurations of places, times, matters and meanings.

(2016: 1)

The research shed®me muchneeded light on the activity of sewing clothes at home
and usethis insight to contribute to debateabout sustainable fashion futures, the
value of amateur craft skills and the importancentditerialengagemento future

humanand norhumanflourishing.

1.8 Thesisstructure

The firstfive chapters set out the rationale for the researcthe methods sedand
the initial findings from Phase | of the proje€thapter 2Design, Sustainability and
Paradigmatic Changeets out the overarching context for the researhapter 3
Fashion Sustainability, Craft and Clothes Sewgrayides a review of literature
addressingeythemesinformingthe research and analysis of findirtiat follow.
Chapter 4Methodology explainsthe researchapproachand methods useth the

study, includingreflections o research in practiceChapter 5Learning to Sew Clothes

13



Chapter 1- Introduction

at Home provides arintroduction tocontemporarysewing practiceand resources

based orsemistructuredinterviewsconducted in Phase I.

Chapters 68 present findings and discussipnmarily based on Phase Il of the
research Chapter §Craft Learning & Emotigexploresthe resourceghat the
participants usedo inform their sewing practiceand theemotions involved in their
experiences of using ther@hapter 7Wearability, introduces six aspects of

Wg S| NI¢ taghibri fabicQfit, form, functionalityand finish¢ and discussesiow
sewing culture, contexand resources support the making of clothes that maker
wearers consider to be wearabl€hapter 8 Materiality, takes a materiabriented
view ofi KS NI a S| NXé&arnihgd ekidérier@dandtoyisidés Gow materiaities
shaped SAAYYSNEQ SELISNASYyOSa 2F &aSsAy3ao

Chapter 9 briefly presentarticipantreflections fromPhase Il of the proje@nd
summarises thekeyfindingsof the study includingtheir limitations and significancan
relation tohome sewingfashion sustainability and theverarchingcontextintroduced
in Chapter 2This final chapter alsdentifies thecontributionto knowledgeof this

researchandsuggestsmplicatiors for further researchand practice

14
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CHAPTER- DESIGN, SUSTAINABILIFXRADIGMATIC CHANGE

The subject of this thesis is the amateur sewing of clothes, approached from a craft
and design perspective informed by my own practice as a maker and designer. The
fashion sustainability context within which this research is situated links to a much
wider setof socieeconomic, ecological and political issues. In this chapteil
introduce the work of design thinkefsom whom | have drawn inspiration in my

approach to this research.

Firstly, | will introduce two publications¢ 2 y € Deshgi Euturing2009 and Kate
Fletcher and MdiA £ R Baikh Lygi¥4019)c whicharticulate the
interconnectedness of design practice with its wiéeplogical, social and economic
context Both publications identify a need for paradigmatic change in design and its
wider context if the rate of changetoward more sustainable practicess to be

sufficient to respond to the challenges presented by the clinzateé ecologicatrisis.
{SO2yRfé&s L oAfft Aff dza (0 MW$dESiz & QS | A BLINRI @XKY |
introduce two fields of thinking those of degrowth and new materialisqthat | have
found particularly useful in considering paradigmatic change and the subject matter of
my reseach. Both degrowth and new materialisane interdisciplinary, drawing in

strands of thinking from science and the humanities to develop complex analyses of
the dominant paradigm that is proving so problematic for the planet that sustains us

all. Finally, I will summarise how this thinking hasumficed the research that follows.

2.1Design context

Desigrfuturing

In Design Futuring2009) design theorist Tony Fry presents an overarching and largely
rhetoricalstance on the place of design in relation to sustainabitityemphasigsthe

ontological character of design, highlighting the central tbkt designplays in the

creation and destruction of both material things and ways of living
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Designg the designer and designed objects, images, systems and tgings
shapes the form, operation, appearance and perceptions of the material world

we occupy. ffry2009:3)

Understoodh y G KA A& gt ez | ff RSabiayaStReyshapetfida W3
world we live in, our perception of the world and how we live in it. Fry argues that
designistherefore heavily implicated in the existential threptesented to humanity

by irreversible climate changandhasa vital role to play in responding to

Fryintroduesi KS ARSI 2F WKROK{ &Bi IRSEFRIEEHQ | &4 Wi
moment of continual material and cultural change to keep what sustains in
R2ZYAYFYyOSQ OCNEB HandY npoO® LYy yIYAy3a GKS
SlidzA @1 £t Sy O0S G2 (KS 9y f A 3K éffgyfative groject divénA OK |
08 LINPF2dzy R RA&AAlI GA&ATFIOGA2Y 6AGK GdKS aidl
link, Fry highlights both the enormity of the endeavour (of the Sustainment) and the

power of thepreceding paradigm (the Enlightenment), which still substantially informs
dominant world viewgoday. The sustainment of a liveable planet, Fry argues, will not

be achieved without confronting the enormity of the probletiwe are to be

successful in this project, he suggesksh & gAf f y20 6S o0& OKIFyOS

6). Put simply, Fry suggest#$¢ ¢ 2 0S¢ ¢S KI @S G2 06S | y24KS

C2ft2oAy3a (GKAa fAYS 2F GKAYlAy3aI CNEBQa ||
0SSy Ol NR2dzaté RSTFAYSR | yR SEIIAE NEBIR QIbA \CA:
thewordsustaik 6 Af Ale (2 Wadza3asSad || Y2REBlI YEyOaAR
OGHnnpY TO GKIG NBIdZANBaE Y2NB adzoadl yaal f
dzaS FyR 200dzLleQ OAOARDPOD {23 GgKATS WwWadzadll
alternative materials ouserenewable rather than fossil fuels, design furstain

ability would enable alternative, less environmentally impactful, ways of living to be

seen as possible, accessible and desirable. As artefacesnammdnmentsthat enable

fA®Sa (2 0S tADSR Y2 NBeyleddustbwandthed t & W32 2
Qustainment. In the context of the Sustainment, Fry sees all design as directive practice
gKAOK OFy 0S5 SAulKS NwitHhdforadeNheindtnt vehikd WR S F dzi
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prolongs the future for humanity on earth. Amongst the things that might be
O2y aARSNBR YT HgiinzNdes/batde maeriabsatiorOaBidi
rematerialisation. Dematerialisain, he suggests, might be characterised by the
paperless office. Rematerialisation, on the other hand, might include growing your
own vegetables in an urban front garden to produce food, reconnect with food
production, and make the possibility of this ptise more visible tathers. An
understanding of rematerialisation thatipgs production closer to home, making the
process and practice more visible, applequallyto clothes as to foodThis research
engages witlthe rematerialisation of clothes in these two senstir physical

materialisation and their materiality

Earth logic

In their Earth LogicFashionAction ResearchPlan, Fletcher and Thar(2019)also

assert the need for paradigmatic change in response to the challgagrgeented by
climate changeWriting from a fashion and sustainability perspective, Fletcher and
Tham would agree with Fry that a viable future for the earth and humanity requires
present modes of living (particularly those dominant in the global Ndatyecome
rapidly outmodedFletcher and Tharare unapologetic imaming the paradignthey

believe we need to move towards as owhere earth comedirst(q2019: 19)

[Plutting earth first is we suggestessential if we are to strike out upon
pathways that genuinely address both the scale and speed of change required

within the climate emergency. (2019:.8)

ThisWarth firstparadigm is contraed withi KS O dzZNNBy i LI N} RA3IAY o
ANRgUK f23aA0Q 6KAOK RNAGSE (KN RdzGIKM2ZWD Al
associated harms (2019: 3. making the case for changbe authorsreiterate the
timeframeoutlined in thelntergovernmental Panel on Climate Chamgport (2018),
GKAOK 3IABSE (GKS AYUSNYyFraGaAz2ylLt O2YYdzyAaide
STFSOGha 2F Ot AYIF (S OKI Hhéey3sa highlgfitie@GosS NI 3 ¢
and impact of the fashion industry, using some frequently cited soumcelsiding the
Ellen MacArthur Foundation (201 ome key statistiaae provided for context in
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Tablel. Aswell as highlighting the scale of growing production, waste and pollutants
resulting fromthe fashion industry, Fletcher and Tham emphasise the scale of change
thought to be necessary if we are to stay within ecological and planetary boundaries.

At the conservative end of the scale, Fletcher and Tham tell us, a 75% (dolibur
decrease in resource consumption or increase in resource efficiency may be necessary
(Weizsacker et. al 1997 paraphrased in Fletcher & Tham 2019: 10), with others
suggesting a higher figure. Either way75% or above it is evident that our actual

resource use is going in the opposite direction. The many actions that are being taken
in the name of sustainability are not currently commensurate with the scale of the
problem. Fletcher and Tham suggest that multiple technocentric initiatigkding to
YFEGSNREFE & FyR Y Sdstldedaof g @RGIFSINGKRS NJ U/ R
2019: 12). The Global Fashion Agenda industry update from 2019, which Fletcher and
Tham quoeg, also acknowledges the ongoing problem of growth outstripping the

implementation of sustainable solutions:

[Flashion companies are not implementing sustainable solutions fast enough to
counterbalance negative environmental and social impacts of the rapidly

growing fashion industrflL.ehmanret al.2019: 1)

¢KS alyYS NBLR2NI 32Sa 2y G2 aleée GKFEG OGKAA
' YOAUAZ2Ya couldRavedaNliRefdctfon the longterm environmental, social
and financial prosperity of the industry and plaget 6 [ Sdt &.ROL9/2). This leads

Fletcher and Tham to conclude that:

If the [fashion]sector is serious about climate change, biodiversity loss and the
interplaying social and economic injusticéke many who work within it claim

¢ then systemic work is essentiékletcher and Tham, 2019: 3)

90K2AYy3 CNEQA SINIASNI NBFfESOlA2ya 2y GKS
FlLaAaKA2YyQa LROGSYyaGaAlrt a F OFaGlrfead F2N OK
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The omnipresence of fashion, its alluring emotional language and its pivotal
role in the expression of identity formation and communication position it, as
well as a driver of consumption and production, as a potentially auspicious
agent of changg(2019:10)

One of the challenges of instigating systemic chaag€&Jetcher and Tham recognise,

is that the established paradigm can be hardto,sesh & A& Wwaz2 G2 aLXSlH |
agAyY Ayl Takmgnspoadon fromenvironmental scientist and systems

thinker Donella Meadowsd-letcher and Tham suggest that it is by working atlével

of the paradignt Wg KSNBE G KS 3F21f I yR Lddebthava S 2F (K
understandings cahe nurturedand the pace of change accelerated (Meadows 1997

citedin Fletcher & Tham 2019:24gainfollowing Meadows, Fletcher and Tham

suggesthat insufficient progress is being made becapseametersare being

changed onlwithin the current paradignof economic growth logic

Tablel: Growth, environmental impact, waste and garment workers

Fashion growth and impact

Clothing production approximately doubled in the 15 years to 2015 (1) and is projecte!
rise a further 63% from 62 million to 102million tonsby 2030(2)

The fashion industry is responsible fod 8% of global carbon dioxide emissions (3). The
dyeing and treatment of textiles accounts for 20% of industrial water pollution, with
clothing accounting for 60% of textile use (1). The fashion industry congiBb¥% of
microplastic pollution (3). The use of synthetic fibres in clothing is estimated to have
doubled since 200@4).

In the UK, we buy more clothes per person than anywhere else in Europe (4). An estil
300,000 tonnes of textiles go into household waste every year, 20% of which goes to
landfill, 80% of which is incinerated (4). Only 20% of clothing globally isezbflacteuse
or recycling (2). Only 1% of clothing is recycled into new cldttjes

Women make up approximately 80% of the garment production workforce (5). Over 5|
that workforce are not paid the minimum wage in countries where clothing is producec
with a significant gender pay gap underlying this figure (2). The vast majoritypnehga
workersgover 0% K I @S y 234 O2ftft SOGAGBS @2A0S 2y
their industnQ(5).

(1) EllerMacArthurFoundation (2017), (2) Global Fashion Agenda (2017), (3) Niiniméaki et al. (2
(4) Environmental Audit Committee (201@), International Labour Organisation (2019).
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Earth Logidays outa set of valuesi K |  frehTitie2artRfirstparadigm Fletcher&
Tham2019: 19). These values include understandingtkterdependency (of people

and planet), practices of care and diverse ways of knowuhigh are common themes

in feminist research and discussicn®und decolonisation (Machado de Oliveira

2021). The action plan identifies six areas of work to transform the fashion sector,
LINSASYGSR a WK2tA&GAO fFyRaoOl LIS&AQ dzy RSNJ
Language and Governance (2019The first threeaddress issues relating scale and

diversity within fashion directlyThe second threaddress the processes and

structures supporting the fashion system (ibid:he plans designed to be generative,
inclusive and interdisciplinary, with economics, politics, psychology, sociology, cultural
studies, consumer studies, journalism, anthropology, human geography, education,
design, social and fashion practice, community engaggrand home economics all

being identified as having a part to play. The language of the action planpssaly

WS | NI ¢refeFehd# flows and landscapesonveyinghe understandings that

the plan is designed to nurture. The choice of action research as a methodology is also
aligned to the intentions oEarth Logicto generateanWl OG A OA a il Idgy/@ ¢t SR3
(2019: 15andenhance the pace of changeross the fashion systemction research
embraces the complex and situated nature of all social pradgscaherently

participatoryand enablespositive change to be nurtured throudhe process of

research, rather thaimtroducedpost hoc o situationsthat will inevitablyhave

moved on.

Theparticipatoryresearch informinghis thesis athough not strictly speaking action
research(in the sense of intentionallgromotingany particular change amongst those
participating has been carried out in the spirit &arth LogicBy engaginwith the
hyperlocal example of people learning to sew clothes for themselves at home, this
research considers what the experience of amateur sewists, largely overlooked in

FOFRSYAO YR FlFraKA2y GSN¥Xasz YAIKJorioStt dz

5Which | understand to have a history dating back to the work of Kurt Lewin in the 1930s (Adelman

1993) and to have been used in pedagogic, community development, public health settings and in

feminist research from the 197@&y ¢  NRa® WIF O1AS D22RS RSAONAROGSa I Of

pedigree in the social sciences where, for example, it is seen to enhance the effectiveness of efforts to

ONARY3I | 02dzi a20AFLf OKFy3aSQ 6¢26yaSyR S Ffd HamT®
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LA O] dzLJ 2y Cf SGOKSNJ YR ¢KI YQa , WzaiS &iFy 5 2
gAOK (G0KS GNPRdzot SQ Thaths, nots seduceor bVersinplify theS H nmc
challenge for analyticaxpedienceor greater comfort but tdook more closely at what

Wi SidtBisrontextmight entail.

2.2Wider economic and material context

Fry, Fletcher and Thaemphasise the need for paradigmatic change if we are to

respond adequately to the existential threat presented by hurArauced climate

change. In both cases the authors identify our current dependency on economic

growth at all costs as problematic. Thalgo emphasise the powerful role that design

can play in understanding and nurturing change. These are challenging ideas. As

Fletcher and Tham note, to suggest change of this nature can leacttsations of
WoSAY3 LREAGAOIT Q oHwhike thds¥ makinog s@addustyohs@db S Q 6 |
to acknowledge the extent to which the status quo is also politicaliacr@asingly

Wdzy NBIF f AaGA0Q 6HAaMpPY mMyod ¢KS SO2y2YAO 3|
and the systems, policies and structures that hold it in place are themselves reinforced

by particular ways of looking at the world, which warranteseamindion in light of

present and urgent environmental challenges. In this section | will illustrate the

LINEOf SY 2F Wo dza A yn§ ando ldokiat tdmiirderdisdplinanpfieldshdS 3 2 |
study which embrace the rexamination of current dominant ways of understanding

the world. The first iglegrowth, a school of economic thought which acknowledges

the ecological context for all economic activiteasd aims to develop economic models

that are compatible with a finite planeThe second isew materialism, a locus of

intersecting strands of thought emanating from science and the humanities, which
F2NBINRdzy R GKS WY (i 8oNdof life Thedeitwo sétfof idedsS y & S & |
helpful to me in considering the place of amateur clothes sewing practices in our

current cultural context and the potential of such practices as tactics in response to

the challenge of future fashion sustainability.

Business as usual

The economic paradigm that Figletcher and Thararitique as unsustainable is one in

which perpetual economic growth is necessitated by the economic system itself,
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irrespective of social and environmental consequences. Thisdagscribed as

WOl LIAGIEE f£23A0Q 6@ CNEBE FYyR WSO2thez YAO 3IANER.
F2dzy Rl GA2Yy 2y 6KAOK 2dzNJ OdzZNNBYy G FlFaKAz2y
lineage that can be traced back to the Enlightenment thinking of social philosopher

and political economist Adam Smit8mith who is credited as the founding father of

modern economicsh Y i N2 RdzOSR (G KS A R $olexpRi hoinfaRes WA y G A
for goods and labour arise and adjustreglationto the needsand interests of a

society Smith first articulatel KS O2y OSLJi 2F (KS WAYOAAAOT

economic matters in hi$heory of Moral Sentimenis 1759:

[The rich] consume little more than the poor; and in spite of their natural
selfishness and rapacity, though they mean only their own convenience,
through the sole end which they propose from the labours of all the thousands
whom they employ be the gratdation of their own vain and insatiable desires,
they divide with the poor the produce of all their improvements. They are led
by an invisible hand to make nearly the same distribution of the necessaries of
life, which would have been made, had the eartfeh divided into equal

portions among all its inhabitants; and thus without intending it, without
knowing it, advance the interest of the society, and afford means to the

multiplication of the species. (1759: 270).

{ YAGK dzaSa GKS WAy@AaAirofS KFEYyRQ Ay (KA& |
certain class of wealthy merchants of his day, through their ownistdfest, carbe

seen toinadvertently advantage others (Ratthild 1994). SmitQdseofi KS WA Yy A a A
K I VirRtlfls passage is primarily as metaplfiitnid.). The outcome, as expressed in the
second sentence of this passage, was no more factually true in 1759 (70 years before

the Abolition of Slavery Act) than it is toddy2 ¢ S @ S NIHatef usebfihg Q a

Yhvisible handronceptin making the case for free international tradiid.) has been

hugely influential in the history of economic thought, including R Id@ménant

growth logicdiscourse. Economic historian Emma Rothschild (1$84)al and

environmental economist Kateaworth (2017) and ecologicatonomistTim Jackson

(2021) all suggest thadlislocated from their original contexf YA 4G KQ& ARSI & K
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misinterpreted. InRawortt@ viewz.  { Y A (i K Q & diFildznownthidugi? thed >
neoliberal economic project of the second half of theentieth century, have resulted
in mainstream economic thinkig dzY YSR dzLJ Ay GKS o06StAST GKI
thattradeiswing Ay +yR (KIFG GKS O02YY2ya FNB | (NJ

Despite two and a half centuries of economic thinking since Adam Smith first
introduced the idea of the invisible hane¢choes othis contested concept are still
evidentin debates about fashion and sustainability. For example, in ahBB&d
discussion omhe Morality of FashioBBC 2019) Tim Worstali the Adam Smith
Institute® asserted that®he only way that we've ever actually found to cure abject
poverty is to have an industrial revolution and these normally start with teXi@RC
2019) Heargued thatby expanding the fashion industrgveryone is better off
becauseg via theHaturakworkings of the economyg wealth increases overalin
defending this positioWorstalldisregardghe negative impacts of the industry,
including poverty wages, wage theft and modern day slawatyrker Rights
Consortium 2021, ILO 2019, PayUp Fashion 2826@ the growing global problems of
textile waste (Ricketts & Skinner 2023).

The same logic is apparent whel&M Chairman Kaxlohan Persson criticidé&sreta
Thunberg for the pessimism of her message and edof the 'terrible social
consequences' of reduced consumption (Hoikk20a9a&b). While the livelihoods of
garment workers is an essential consideration in any transformation of the fashion
industry, capital logic absolves Persson from direct concern for these workers, whose
realhands are all but invisible, and voiagesely heard, in this debate (von Busch et al.
2017). Instead, the burden of concern is placed on consumdrs are increasingly
aware of the social and environmental costs of accelerated and accelerating
consumption. H&M was amongst the brantist initially canceled or postpored

orders in Bangladesh and elsewhere at the start of the Covid pandemic, despite the

dire implications for the lives and livelihoods of garment workeeg Section 1.5

6 A neobliberal think tank promoting free market economic ideas, influential on the right of british
politics.
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Although the company subsequently paid for completed anprotess orders, their

record in relation to worker compensation and safety remains questionable.

H&M is used here as an illustration, not because it is necessarily any better or worse
than any other fast fashion brand but because this kgbfile example lays the

economic reasoning bare. The suggestion that consumers in the global North (and
increasngly elsewhere in the world) must keep buying cheap fashion products for the
well-being of garment workers in places like Bangladesh in the global South appears
disingenuous when expressed from the perspective of an industry seen to withdraw so
readily ina crisis. The logic behind the suggestion that continual consumption is the

key to worker welbeing has its originsintie/ € A IKGSyYSyid ARSI 27
Ky RQ® ignirasthe link2baitween high volume, fasirnaroundproduction and

the unsafe and unfair practices that are seemingly endemic within much of the fashion
supply chain. In their economic growth logic Worstall and Persson (used here as
illustrative examples) place blind faith in the mechanisms of the econamye

turning a blind eye to the real hands at work in making clothes and the impact of
FlLrakiAzyQa 20SNLINERdAzOGA 2y 2gbseliesenbladteltoy S i @
those put forward by colonialists of a previous era (Hickell2@2d perpetuate

differential concern for whose lives really matter.

As can be seen in the examples above, capital pmgiavhichshareholder primacy

results in the interests ahose with capital to invest takg priority (Raworth 2017y, ¢

L I 0S&a GKS WySSRQ F¥2NJ ANRoUK FTANRGSE GKACT !

growth are either unacknowledged or externalised. Meanwhile, the drive for perpetual
growth incentivises a race to the bottom in terms of wagand material quality and
amplifies the clamour for evancreasing sales, resulting in a doubling of diogh
production between 2000 and 201&l{en Macarthur Foundation 2017). To illustrate

the logical consequence of the drive for perpetual groviRaworth explains that if

something grows at a rate of 3¥s size will double every 23 years. The $80billion

aolLtsS 2F GKS 3It20lft SO2y2Y@& AY Hamp 6A0GK

times bigger by 2050, over ten times bigger by 2100, @asitonishingly, 240 times
0A3I3ASNI 68 HHA N créases, Be ¥mphagises) are nbtil& do3nflation
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but the nature of compound growthfContemplating the implications of endless

growth, Raworth suggests:

Most economists, like the rest of us, would be hard pressed to envisage a
thriving global economy of such extraordinary proportions, especially given the
stress that human activity already puts on the planet, and so they may prefer to

wave the implication®ff to the horizon. (2017: 248)

Raworth, it seems, would agree with Fletcher and Tham that economic growth logic
Ayo2t @Sa | WFFYyalraagAortQ FyR S@Sy WwSaol Ll
Tham 2019: 27) and that a businessdza dzI | LILINB I OK A &2018:y ONEB |
4). In contrast,manyecological economists, environmental scientists and socially and
environmentally conscious designers, including those quoted above, are choosing to

stay with the troublelooking for ways to redrawmodels foreconomis and design to

fit within planetary boundaries. As a maker, designer, researcher and former

economics student | am interested in the interdisciplinary overlap between design and
SO2y2YA0a yR K2g WwWalleAiay3a gAiK (K& (NRdz
to see, and think about, issuesfashionsustainabilityg and thefundamental role of

sewing within it¢ differently.

Degrowth

As explained above, the incompatibility of infinite economic growth on a finite planet
is becoming increasingly apparent, not just to environmental scientists and climate
activists but those working across disciplines, including design (Fry 2009; Boehnert
2018, Fletcher & Tham 2019) and economics (Raworth;20itkel 202®& 2021, Kallis
2018, Jackson 2021). There is now a growing conversation about sustainability
necessitating paradigmatic change and socially just transition to alternative post
growth modds (Hopkins 2019, Raworth 2017, Hickel 2828021, Jackson 2021,
Machado de Oliveira 2021, Hine 20ZBhe Intergovernmental Panel on Climate
Change report of 2018 set out the challenge of limiting global temperatures to 1.5
degrees above prndustrial levels to avoid the worst effects of irreversible climate
change (IPPC2018)2 YSS{i (G(KS FYoAlA2ya 2F GKS !'bQ
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report suggested that global G@&missiors needed to be reduced by 45% by 2030 and

to reach net zero by 2050. Since then, #é 2 0 | f  Sn@t@rigl 2odt@rid andCQ
emissions have continued to rise (Raworth 2017; Hickel 2020, UNEP 2022, Kallis 2018)
there isnow less time to solve a stdirowing problem. The most recent United Nations
OYPANRYYSY(d tNRINIYYSQa 9YA&daarzya DI LI NB
opportunity to stay within the 1.8legreelimit and states clearly on its cover that the

WOYI S ONRAaAa OFftfa F2NJ NI DieBnedeNI ya T2 NY I
distribution of the causes and consequences of climate change between the global

North and Soutlt where the global North is responsible for the majority of negative

climate impacts and the devastating and costly consequences are experienced
disproportionately in the global Southmake the problem not just one of scale and

urgency but also one of social, environmental and economic justice.

The problem with growth, as Jason Hickel explains, is that gresam growth

strategiesg which posit continual economic growth with reduced climatic impact

require rapid transition to renewable sources of energy 808 S O2 dzLJt Ay 3 Q 2 F
growth from resource use (Hickel 2D2 Transition to renewable energy is made more
difficult by growthled increases in energy demand (including strategies for
dematerialisation that rely on energy intensive digital goods and services). Material
decoupling is not happening fast enough to pate growth in production in many

parts of the global economy (Hickel 202including the fashion industry (Fletcher &

Tham 2019L.ehmann et al. 20990thers conclude, d&sed on modelling forreergy

demand and material extractioni K § WaINR gGK Ay D5t dzf GAYI
decoupled from growth in material and energy @&ard et al. 2016: 10). Y,eh the

current growthdependent economic modgihe demands of capital make increasing

scale and profit an imperative for companies and growth in Gross Domestic Product
(GDP, see below) a necessity for natigmsespective, in both casesf the

implications for human lives, livelihoods or the environment (Raworth 2017, Hickel
2020).

In making an argument for alternative economic models, economists such as Raworth
and Jason Hickel challenge some of the fundamental tenets of dominant economic
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thinking. GDP, for example, has come to be used as the primary measure of the

economic health of individual natiogsand, when combined, the global economy.

However, this metric was not believed to be a suitable measure for economic progress
even by Kuznets, who was largely responsible for devising it as a way to assess

economic output during the 1930s (Raworth 2017). The problem with GDP growth as a
measure isthati S| A dzNSa 3INR UK Ay SO02y2YAO 2 dzi Lld:
Wo | ItRIGe®Nnot meas\g, therefore Wi KS Sy 2N 2dza @ fdzS 2F 32
LINE RdZOSR 6@ YR F2NJ K2dzaSK2f RaX FyR o0& &:
2017: 39). Things that are not counted include carkich feminist economists have

long argued are essential to lilad economic activity, and activities thaintribute to

well-being includingsocial connection, curiosity about our surroundings, ongoing

learning, physical activity and giving (or sharing) with others (Aked 20@8).

wk g2NIKQa 02y OSLIi 2F WR2dzAKydzi SO2y2YAO0a!
for economicgFigure2)® Ly winadlél tNdirka@eiof a ring doughnut is used to
represent the zone within which a just and climatempatible economy should exist.

The hole at the centre of the doughnut represents the space below the level at which
poverty and degradation render lives w@ble. On the outside of the doughnut is the

space beyond safe environmental limi@ur economic activities should not breach

thisline if our aim is to maintain the relatively benign climatic conditions that are
compatible with human and morthan-human life. Moving the global economy into

the space of the doughnut between these inner and outer limits, Raworth explains,
requresamovedl @ FNRY D5t a (GKS R2YAylyid YSI a
success. Although Raworth positions herself as being agnostic about growth, the
transition away from growth as the dominant economic logic and towards an economy

GKEFEG Ada O2YLI UADO D3 A MKY &l KASa LIt I NOMSSI &0 & 2 0

Degrowth is a planned reduction in energy and resource use designed to bring
the economy back into balance with the living world in ways that reduce

inequality and improve human webeing (Hickel 202D 1)
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Figure2 - First illustration of doughnut economics concept (Raworth 2012: 4)

58aINRGGKSE | AO01St SELXFAyasr WwWaa y2aG | 0 2dz
YFEGSNALFE | yR Sy S RHZegrawk KRBuiES thatdeiafe moré 6 A R
discerning about which parts of any economy expand or contract. The likelihood,

Hickel acknowledges, is that reducing throughput will reduce GDP, and should be
prepared for. In contrast to cyclical recessions, inchlunplanned reductions in GDP

gNBI 1 KIFI @20 2y LlSigvolieS@rafuplarmiggSa > RSINR g (K

Ideas of @growth (the process of transition) angost-growth (the alternative systems
to transition towards)are challenging because perpetual economic growth is central to

the current economic model and the thinking that supports alternative models has
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long been sidelined Although economists of the past appear to have held science in
high esteem and emulated scientific disciplines in the development of their own, the
dominant economic models emerging from the twentieth century seem to have lost
sight of environmental anda®logical limits to economic activity that the natural

sciences now make increasingly clear (Raworth 2017). The economic models we
choose to use have serious and costly implications (socially, environmearidilly
economically) far beyond the countries in whose seférest they have largely been
developed As Raworth explaingEconomics it turns out is not a matter of discovering
lawsA G A& SaaSydaAiartte | [dSadAizy 2F RSaiady
currently have, and in light of that mighgarn to remake a different one. This

suggestion is not, as its detractors might claim, a binary choice between capitalism and
communism but rather an acknowledgement of the complexity, plurality and

ecological and environmental embeddedness of all econantivity to which twenty
first-century economics, and socially aadvironmentally responsible desigmust

respond.

wl ¢ 2 NI K Q ZDougtinidt Ecanbmid@@oN.h live model and not just a bdbk
RN} 64 AYAaLANI GA2y FTNBY | NOKAGSOO IyR aeal
that:

You never change things by fighting the existing reality. To change something,
build a new model that makes the existing model obsolete (Fuller quoted in

Raworth 2017 :4).

In the endeavour to make the existing model (or paradigm) obsolete, degrowth and

postgrowth economists and designers share interests in redrawing the models we use

7“The Limits to Growtpublished by environmental scientist, systems thinker Donella Meagdwakin

1972, accurately predict many of the economic and environmental consequences of unlimited growth
we are now experiencing. Ecological economist Herman Qalyhor of Towards a Stead$tate
Economypublished in 1978 argued for economics to recognise the ecological boundaries within which
all economies are embedded. 8mall is Beautifuklso published in 1973, economist Ernst Schaumacher
advocated for economics understood on a human scale.

8 Doughnut Economics Action Litips://doughnuteconomics.orgincludes tools for use by businesses
and municipalities. The city governments of Amsterdam, Brussels and Melbourne are all starting to use
doughnut economics to inform planning and policy making.
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to inspire our thinking and to visualise, synthesise, enact and articulate alternative
possibilitiesFrom a design perspective, accepting the need for paradigmatic change
opens up creative space to think about how the current dominant fashion system
might be otherwise and where inspiration for change might be sought. For me, this
includes exploring expemnces of home sewing for what these practicesnce more
common and now popular agagmight tell us that is useful in rethinking relationships

with clothes and designing alternative fashitutures.

Materiality and New Materialism

The flatpack cutand-sew kits that | designed for sewibgginnersbefore embarking

on this PhDstudy (seeSection 1.5)vere partly inspired by thesuggestiorto buy

nothing new unless you learn something from it, which | had drawn fronanifesto

for The New MaterialisniSimms & Pott2012).The kits, which were a material
NBalLlRyasS (2 GKAA LINRG2O0I (A 202 YIEG ISHEORQ D!
2006 Watson & Shove 2008) in that soraethe competence to make the garment

was designed into the printed fabric. The kits met the aim of making it easier for
beginner sewists to make a wearable garment on a firgratit. However, they were

not, | felt, a sufficient response to the sustainability concerns outlined above. The
challenge of sustainability draws attention to the interdependency of human and non
human life (Fletcher & Tham 2019, Haraway 2016, Puig de la Bellacasa 2017) as well as
that of humans on a shared planet. At a fundamental level these interdependencies

are material, relating to bodies and biological matter, our physical environment and

the material flows that enable and shape our existe(iogold 213 Haraway2016

Coole 2013 In seeking alternative perspectives from which to look at the challenges

of sustainability greater attentiveness to materials and our own materiality would

appear to be aiseful starting pointThis line of thinking abouhateriality ¢ the idea

that what we do with matter matters (Haraway 28 1Harper 2018 has drawn me to

a more indepthliterature aboutWy S ¢ Y I (tahiRel nfarkif@ste @here | first

encountered the term

New materialisnt perhaps better thought of as new materialispiural (Coole and

Frost 2010Y; is more a locus of multipjeleveloping lines of thinking than it is a school
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of thought. There is debate aboWthat is new in new materialiskh&nd indeed

whether it is new at all (ibid.) orrathgr & { Y St A | redewi®df Slderd a = WI
GNF RAGA2YAQ 0O Horossgiséiplimany,indw matgrialSmidaia if tinking
from across traditional boundaries of science, humanities and the arts and thinkers
from different, sometimes contradictory, theoretical perspecsy€oole& Frost 2010,
Barrett & Bolt 2013). Thirossdisciplinaritypresents some definitional challenges,
WKAOK a2YS YAIKGO FNBHdAzS dzy RSNXYAYSA ySé YI
WY GGSNRET WYIFGSNRAFE QX WYFGSNRAFEAGEQ YR
entirely unrelated) meanings in different academic disciplines as well as in everyday
language (see Appendly ® { SO2y Rt &z (G(KS YSFIyAy3a 2F Wi
can be ascribed is a point of contention. SqeeDianeCoole (2013) notebelieve

W 3Syo0eQ G2 o6S | KdzYlky OF LJ OA G @including] SR 0 :
Jane Bennet (2010), s&el G G SNJ A Ga St T | a mideSwiyioh Od L LINI
NBEO23ayAaAy3ad GKFEG WFEASYGAO OF LI OAGASEA | NB
SyarideQ o/ 22tfS HnanmoY npto0d ¢CKAA @GASg | O

O 2

¢ including articles of clothing (Woodward 2Q@&7circumscribe and mafacilitate or

thwart our intentions As Fisher and Woodward pu¥it Yh o 2SO0 a | NB LJ NI
generation and actualization of the agency of people,,dmidugh their materiality

OFy OF NNE 2NJ (Kgl N&.Viede@ihdhiSMy thagehicy O Q 0O H n |
capacities of designed things (objects, resources, physical and digital environments)

are the embodiment of the practices and wider systems that give rise to tfiéese

designed things alsorcumscribeand may facilitate oundermineour intentionsg or,

as Fry would have it, thee SA A Iy SR GKAy3a w32 2y RSaAdy

the world we live in and impact on how and even whether we might live in it.

Despite these complexitiesrossboundary thinking makemateriality and the
possibilities of new materialism(g)teresting and potentially usefuparticularly in a
textile and clothing contextSmelik 2018, 2032Inbroad terms new materialism
combines overlapping spheres of thinking about the nature of matter and
materialisation; the significance of unpredictability and complexity in human ane non
human systems; and a critique and reappaadf earlier theoretical perspectives

which either overlookd or diminished matter in search for highpiritual or
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intellectual)meaning or took a reductive approach to matter and materiality in pursuit

of unified theories (Coole 2013). Perhaps the most consistent position within new
YFOGSNRAEFEAAY A& Agindudidghibfedtdddctf hungaf/nofhdzhah, A & Y a Q
mind/body (Coole2013: 454). Theeparation of mind and bodyommonly referred to

as the Cartesiadichotomy; is one that has been long disputed by craft practitioners

feminist philosophersind academicalike (seeSection 3).
Arguing for a reappraisal of materialism, Coole and Frost suggest:

This means returning to the most fundamental questions about the nature of
matter and the place of embodied humans within a material world; it means
taking heed of development in the natural sciences as well as attending to
transformations in the ways weaucrently produce, reproduce and consume our

material environment (2010: 3).

For me, the materialism in new materialism links the materiality of clothes and the
materialconsequences of fashion with the social justice issues at the heart of the

fashion industryg both in the materialisation (production) of garments and the
YFEOGSNRAFEAGASE 2F 3AFENXYSY(H 62N]SN&Q fA0Saod
considering how flow of everchanging stuff change us and the plagas helpful in

rethinking our relationship with the material world and with each other on route to a
sustainable and decolonised future for humanity on ealthill return to issues of

materialityandnew materialism in Chapters 8 and 9.

2.3Visible hands

If we accept the need for changkased on thainderstandingve now have of human
induced climate change and its impaatse must look beyond current assumptions to
alternative ways of beindn the sections laove | have given a brief illustration of the
social and environmental issues entwined with the economic logic of our current
paradigm and some of the tensions within it in relation to fashion. One way to change
our perspective and invite more creativetking in response to issues of sustainability

is to approach the problem from entirely different angles. Instead of accepting the
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current paradignof economic growtHogicwith its implicit and highly contested

WYy PdAaAotS KIFEIYRQS ¢gKIG AT ¢S hdppedsliwed & Y |
look more closely at those things that economisgsre tended to overlook or

undervalue? This would include work traditionally done by women, activities that take
place in the domestic sphere and very many things, including taeare undeniably

of value, critical to human survival and flourishing but hard, if not impossible, to

quantify meaningfully in monetary terms.
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CHAPTERGFASHION SUSTAINABILITY, GRAFITHES SEWING

Having intoduced the overarching contextithin whichthe analysis and conclusions
of this researctare framed Iwill now introdue literature in five thematic areahat
have informed how thetudy was conducted anthe findingsinterpreted. Fashion
Qustainabilitywill further introduce theperspectivesn the field to whichthis thesis
aims to catribute. | will then address the themes diraft and theAmateur Textile
Craft Revivalintrodudng concepts and debates thaire pertinent to the study of
home sewingn its contemporary cultural contexiNext,| willaddress Clothes Sewing
specificallyintrodudngthe limited literaturerelating tothe practice of sewing clothes
with a machine In the final section | will inbiducetheory relating torelationships with

clothes whichisuseful in furtheringhe understanding of clothemade at home.

3.1 Fashionsustainability
2 KFGQa 3JI2Ay3 2yK

The approach taken to fashion sustainability in this thesis builds on the overarching
contextset out in Chapter 2 and a readin§fashionandsustainability literature which
acknowledges and seeks to respond to that cont@xtecurring theme within this

literature is the argument that fashion as we know it is unsustaindbléhe editorial

to the Special Issue dfashion Practicarising from a 2018 confereat¢hat marked ten

years of the Centre for Sustainable Fashion at the University of the Arts London, Sandy

Black asserts that where:

some planetary boundaries have already been transgressed, there is an urgent
moral imperative for action beyond mitigation to be accelerated across all

industrialsectors, not least the fashion industry (2019: 275).

There is a growing sense of exasperation about the relative lack of progress made on
fashion sustainabilitgespitethese issues being recognisatileastsincethe early

Mbhnd 6KSYyI F2NJ SEI YL S [ @&odlBction OhiggearS f SR
Holroyd et al. 2023). In their contributions to the same special issue qtivars like

Black have been working in the field for decadescusshow fashion has reached its
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current point and how it might possibly be transformesgir¢se 2019Williams 2019

Clark 2019von Busch 2019)n these articlestiere is recognition of the fashion

A Y Rdza (i NB farmeutraliding diitagie $y appropriating the language and

aesthetics of sustainability without making real change (Grose 2019, Clark 2019). As

1t A0S tlheyS SELINBaasSa AlGX (GKS FlrakKAiAzy Ayl
NBaAaidl yOSQ dnesofcritialidesigrntpkofcts2attain@tive fashion

subcultures and even Extinction Rebellion protest images show up on WGSN as
moodboard inspiration for yet more clotheBgyne2021a, Horton & Payne 2019). In

this way, the dominant unsustainable fashion system, with its rootise Europen
Enlightenmenisee Sectio.2), displaysi KS WNXaAft ASyO0S 2F Alda :
continues to have a disproportionate influence and impact around the world (Payne
2021a). A priority for research, as | see it, igitplore fromwhere, beyond the fashion

industry itself, momentum for sustainable change in fashion may come.

Taming and rewilding

Discussion of the urgent need for charigghe way we make and use clothes

expressed above arltlined inChapter 2 has revealedlivergent views about the

kind ofchanges that areecessary and the practices and design strategies that might

O2y iNROGdziS® . dzAf RAy3 2y CfSGOKSama SI NI A
ecocentricresponses to the challenge of sustainable fashion (2013), Alice Payne

KSf LJFdzA £ & | NOAOdzZ FiSa GKAa RAGSNHSYyOS 27
WNB AT RAYIQ 6 2028)yirSthisHonmuldtidn, taming velates to the

cleaning upof the existing fashiolsystemand rewilding relates tavider cultural

change Taming largely equates to technological innovation (e.gntaterials,

recycling technology, greater transpareneyidaligns with ideas of green growth and

the circular economy, th the aim of decoupling economic growth frdime use of
resourcegPayne 2021a)n contrast, ewildingdraws on the potential of a wider range

2T a20Alft |yR OdzZ (GdzNF £ LN OGAOSa G2 Wt22.
(ibid.). Taking a more technologically cautious approach, rewilding aligns with ideas of
degrowth and posgrowth (introduced irSection 2.2, addressingultures of

production and consumptigrsuch thatthe demand for resourcess reduced(ibid.).
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While taming allows fotechnological advancement without more systemic change to
GKS R2YAYlLyld FlLaKAz2y aeaioSYz NBgAtRAy3I Gl
wider dysfunctions, relating to coloniality and social justice as well as ecological and

environmental harms (ibid.)

While Payne concludes that the philosophies behind taming and rewilding differ too
INBlFGfe (2 o0S aeyikSairaSRI akK$S adza3asSaida
synthesis of thectionsthat eachLJ2 & A G A 2y LINKA A {, &igi@a Q ot | &y ¢
emphasi$ ® t | 8yS dzaSa GKS fSyaSa 2F WTlI aKAz2Y
Wl aKA2yYy a OKIFIy3aSQ G2 StlFo2NrdS 2y GKS |
20213202B 0 @ Ly R2Ay3A &az2sx akKS dzaSa RS / SNILSIH.
W{i I Odiem@hise different kinds of action that might be takestrategiesbeing

linked to the workings of institutional power enacted from above #ticsbeing

enacted from wherever one sits in the absence of such poRayiie20213 202Db).

1 O1ly26t SRIAYA GKS ao0OlftS 2F FlraKAzyQa &dz
utopianism hethertechnocentric orecocentrig, Payne suggests that tacticsadif

kindsYdzZf GALX S Wwaidl oa Ay ( Kifingd soNdjosk wilbail K S NJ
required (2021a). Others whose work revolves around issues of decoloniality and

climate change arrive at similar conclusions (Machado de Oliveira 2021, Hine 2023).

My interest is in the role that amateur clothes sewing might play as a tactic in

rewilding fashion.

/I N} TG LINRPRAzOGAZ2Y YR 62YSYQa GAAR2Y

Literature on fashion and consumption has been criticised in the past for failing to

bring perspectives on production and consumption together (McRobbie 1997,

Entwistle 2015). Briggs suggests that where production is studied it tends to focus on
process (e.g. design, innovation, technology) rather than people, s&#/ ezt (G dzZNS 2 F
LINE RdzOG A 2y NBYI Ay 201% 188)B\ddrealtedmytiScbntodels §6rSHR Q 6
production and consumption of clothing are addressed, a 2 F Sy FNRY | Y
AYRAzZZOGNEBQ LISNELISOGADS oOcbabAD6,Freddernyelcy&®N 1 A 9 |
Schaltegger 2030emphasisinglesign strategies (e.g. personalisation;dasign) and

services (e.g. rent, repaiffhe pedisposition of different consumer groups to various
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strategieshave beerstudied(Gwodz et.al. 2017) and the impact of such strategies on

the prolonged use of clothingnalysedMaldini et.al. 2019). However, the users of

clothes in these examplese primarilyframedas consumersand the physical

production of garments remains largely unseen. An exception is literature relating to
clothing repair, which spans botkpair as a commercial service and repair as an

I OUAGAGE Ay O 2oh ehdagementdnd rSeNEn@thelit bwh Bldthes. In the
fr0GSN) OFraSs gKSNB WdzaSNR Sy3ar3asSySyid oAl
disinclinations towards mending @examined (Gwilt 2014, Durrani 2018, Diddi & Yan

2019) and questions are raised about wtarticipates While the popularity of certain

types of mending (e.g. sashiko and boro techniques) make mending more visible as a
cultural practice the aesthetics ofepair can also be seen designed into mass
producedclothingwhere workshops double up as promotional tools for brakeen

G2 SYLKFaAaS 0(GKSANI Wit 29%Thikis ankestathpleddf ONB RSy |
WL aKAZ2Y | &4 OdZAyRNBG NEYYR AWTISNG S22y A ot |
Textile craft skills and the aesthetics they give rise tq sirsultaneously, appropriated

by an industry otherwise unchange8 YLJX 28 SR | a | GF YAy3d waft 2
and adopted as acts of care by individuals (Horton & Payne 2019).

Ly KSNJFylfteara 2F (GKS LlRraairAoAtAldASa 27
local, traditional and transparent production techniques and greater engagement with
materialand sensorial qualities of clothing (all relatable to craft practices) as reasons

for optimism. Ad-letcher (2010) points out, parts of the fashion industry have adopted
GKS ¢g2NR wat2¢Q a I RSaQddahld)cdadslc, T2 NI OSNI |
seasonlessand oftenexpensive i 2 AYRAOFGS GKS 2AJLI2aA0GS 2
Fletcher argues, while such products have their place in slow culture, they have been
froSttSR a adzOK ¢gAGK2dzi dzy RSNEGFYRAYy3 W
movement) in its more ontological sense & WI ot G yi RA&ORYUGAY
2T GU2RIF&8Q 6Cft S OKo§, lark (2049)ike Fletcher ardt THam RS O RS
(2019)FAYR& FTlLakKAzyQa SOmstflicert@cticoany G SEG 4 F

sustainability. Elaborating on her earlier paper, Clark emphasises the significance of

9 https://lwww.toa.st/pages/toastrepair
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gKIFG aKS OKz22asSa G2 OlFff WwWg2YSyQa sAaR2Y

meaningful change.

| I dAy3 OK2aSy (2 dzaS (GKS GSN¥Y wWg2YSyQa 4.
weeds of definitional differences, Clark explains her purpose in focusing on the work of

women thinkers and designers:

to draw from and value the longstablished existence of beliefs and methods
common to women that can also pidate and transcend capitalism,
modernity, and Eurocentricity, and which are not formed on the basis of

patriarchy. (2019: 310)

Reappraising her earlier themes in light of this insight, Clark focuses on locale,
mindfulnesss YR aSyaz2zNRAFfAde Fa LINAYOAL)X Sa FTNRY
ONAGAOIT aft2¢ b FlLAaAKA2Y RAAO02dzNBES | yR LINJ
sensorial aspects of craft and their connection to the wisdom of women inform my

thinking as | conider the potential of amateur sewing as a rewilding tactic. In this

context¢ which, following McRobbie (199/) am comfortable to call feminigtl see
clothessewing as a culturally feminised skill which has been performed predominantly

by women in a multitude of ways for centuriggedating, coexisting with, and also

very much entangled with capitalism, modernity and Eurocentric ways of life. My

research examines experiences of learning to sew with this entanglement in mind.

Craft practices as rewildingctics

wSGdzNYyAYy3 (G2 tleySs WYF{AYy3dX YSYRAY3IZ NB|
identified as rewilding actions (20114). These actions, which require the application

of some craft skill, are amongst those highlighbgd-letcher (2016as beingorced to

the margins by a dominant fashion system predicated on newness and mass

LINE RdzOG A2y ® Cf SGOKSNRA | NAdzySyd Ol ada 0K
WO 2y a dovi@mFeapplication of clotheselated practices reliant orraft skills
positionsthe users of clothes also as producdmssome extent. By constructing,

altering, embellishing or adapting garments, people take the appearance and
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materiality of their clothes into theirownhands. | Y Ay iSNBaGSR Ay ¢
experiences of engaging directly in the production of their clothing can tell us that

could beuseful indeepening our understanding of fashion sustainability issbliam
alsointeresteding KSNB | YI 1SdzNJ Oft 26 KSa aSgAy3a +a |
other strategies for sustaabilitysuchas?! RS & A dy F2NJ SGKAOFf LINRF
o0 ASR 2y LINE RdzQ$ NaBARRyR&QDRASRI A OF Yy R

Both von Busch and Twigger Holroyd are citetPhyne(2019)as pioneersn fashion
hacktivist/activism, who position participatory craft practices as catalysts for change.

¢CKS GSN)XY WKIO|lGAGAAYQS Ay @2y . dza0OKQa Ol
hacking (commonly associatedth computer code) with ideas of fashion activism. In

this context, the sewing machine is positioned as#strument for everyday

fAOSNI 0A2YyQ 002y . dzaOK HnndY mynovs Sylof.,
G2 wO02210221aQ RSOSt2LISR o0& (iTHiggeR®BlEoyday S NJ
RSOSt21LJa + ALISOIONHzy 2F (yAGdOAy3I WIENBFGYS
embellish knitwear in a variety of ways (2013). Twigger Holroyd usegdttisipatory
researchthroughRS & A 3y | LILINRI OK (G2 SELX 2NB (KS AR
connections between the culture of opesource information, the opening up and

refashioning of garments, the opening up of creative design possibilities to amateurs

and the opening up of the fashion system more broadly @017, 2QL7b). This

open fashion systerns conceptualised by Twigger Holroyd as a commohsvhich

WT 2 | ¢fshiankhadgri@es from the making and wearing of clothes that have

been produced (in some way) by people for themselves or others claseno

(201) cisapart Twigged 2t NP @ RQa O2y OSLJidzZ t A&l A2y 2
incorporatesboth a landbased metaphor, relating to common land prior to

enclosure and private ownershgand anactivistunderstanding of commons as

collaborative spacefA\s such¢ 6 A 3ASNJ | 2f NP8 RQa Tl akKiazy O2
WSy Of 2adzNBQ o6& GKS FlFraKA2y AYyRdzAaGUNER | yR
participate in(2013, 201B). Theparticipatory research dboth von Busch and Twigger

Holroyd invites people with some paexisting level of craft skill (in sewing and knitting

respectively) to participate in the alteration of pexisting garments, based on options

39



Chapter X Fashion Sustainability, Craft & Clothes Sewing

for which instructions are provided. In contrast, the research that follows focuses on

how people acquire craft skill, specifically sewing skills, in the first place.

Both von Busch and Twigger Holroydveaubsequentlydevelopedtheir workin ways
that | have found helpfulo my research. Otto von Busch hstsfted his focugrom

Tl AaKA2Y \Yoratd@isterp@veradyh@mics within fashion (2018 dthe
Psychopolitics of Fashi¢020). In tls latter publication, von Busch shares a cieat
exploration of howthe fashion industry andnincreasingly diffusarray of other
fashioninfluencersdictate fashionandaffect how people in turgoliceCeach other in
what is worn Reflecting on his earlier work, von Busch questions the limitations of

participatory® | O 1 { ds @ forinBfGashion agency

Such focus on capabilities may create worthy skills and user agency beyond the
narrow means of consumption. But hacking an operating system, even a
cultural, social or economic operating system, always risks preserving the norm
for what is a worthy abilityvithin the current value system or environment.

Too often, designers model the agency pedpleouldhave (or want to have)

from their ownexperiences, without asking people what they actually prefer,

or setting such agerydn a socieeconomic or cultural context. What could be

an educational opportunity can easily turn into paternalig2019: 306)

To me this indicates the importance of finding out how people experience something
before making assumptiots 6 2 dzi ¢ K I (i LIS 2dniiwBat cHa (Br2admioR Q & |
0S OKIy3aSR® !'a @2y . dzaOK &adzZa3aSadaatacticSy 3l 3.
that enhances skills and agency for those willing and able to engage wititiin the

context of a fashion system otherwise unchallenged and unchanged. This observation
influencedthe approachtaken in thisresearch | have sought to develogm

understandid 2F 0S3IAYYSNRAQ SELISNASyOSa 2F tSIN
own home contexts to inform considerati@iK 2 ¢ W¥I & KA 2y I a Odz {dz
sewing as an aspect tifat culture, might be otherwise. In doing so | avoid making

premature assumptions based on my own experierseging skills will be learnt by
G2RIFI&2Qa aS¢gAy3a 0SIAYYSNE Ay RATBEEGANBSY G o1
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making any assumptions about the value or appeal of home sewing as a tactic in
response to the challenge of fashion sustainability, it is important to understand what
currently attracts people to sewing, how they learn sewing skills and what they hope

to do with these skills once they have them.

Building on her idea abowpenness and pluralityithin the fashion commos,

Twigger Holroyd has subsequently developleel Fashion Fictions project. Fashion
Fictions presents an open invitation to people to engage in the writing of fictional
fashion worlds to stimulate the imagination and enactment of alternatives to our
current fashion system. By framing this weHdilding activity within a parallel

present, as opposed to a fictional future, the project encourages exploration of ideas
that, however unkely,are technically possible in our current world (Howell et. al
2021). In its playful approach, the project creates a safe space for people to reveal
ways in which they might like fashion to be otherwise. Textile craft skills, often inspired
by past practics, recur as themes within the fictions, prototypes and enactments
generated through the project, perhaps indicating the latent pleasures of material

engagement and craft agency as appreciatedmealiseddesires.

3.2Craft

Twigger Holroyd and von Busch have exploeedike craft skills indmateurChands for
their potential tostimulate change in mindset$his research looks closely at the
learningof clothes sewing skills, to consider the role these shiilght playastactics in

the rewilding of fashion (Payne 2019, 2021a, 2021b), given that interest in learning to
sew clothes has been on the increase in reggrdrs (see Sectie33 and3.4).Before
expanding on literature addressing amateur textile craft practices in general and
amateur clothes sewing specificallyyill introduce some aspects of crafteory that

haveinformed my research.

Craft theory

Much craft theory derives from the observation and theorisation of professional studio
crafts, with amateur crafttraditionally receiving less academic attentio@ackson 2010,

Niedderer and Townsend 2014Vithin this craft literature craft has often been
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juxtaposed tandustrial productiorand/or contrasted with the fields of art or design.
Indeed, as GlamnAdamson identifies, it is ithe distinction from mass productiamat
GKS Y2RSNY 02y OSLII 2 ¥FIindushridlRe¥olutdn, BddrSshE S R ¢
argues, craft was just padf life (2013).Yet exkamination of the status and meaning of
craft, as it adapted and evolved in response to technological advancements
throughoutthe twentieth century, reveals the relationship between craft and
industrial praduction to be constantly changirandless binary than it may once have
seemed Dormer 1997aAdamsorn2010a, Frayling 2011). Movinigto the twenty-first
century, definitional debates arising from the struggle for professional craft to gain
parity of esteem with other creative disciplines in industrial and now joodistrial
societies have continued to obscure the entanglement of craft with everyday life, as

Adanson observes:

Describing craft as an art form, or even as a fixed set of disciplines, disguises

the otherwise obvious fact that craft is involved in an enormous range of

cultural practices that have nothing to do with aesthetics or museums. It also

blinds ustothe potg G A I £ NI RA O |-drtstatds (ABlansod BT (0 Q& Y
2).

Contemporary craft studiesyhichengage more with amateur craft and craftivism
(craft as a form of activism) as well as professional ¢raétsm less concerned with
definitional issues and consequently better able to articulate and critiquepthitical
potential of craft in thetwenty-first century(Black & Burisch 2021). | will expand on
the politics of amateur textile craft in the next section but firstill introduce two
concepts from craft literature that are useful tois researchThefirstist @ S Q &
differentiation betweenthe? g 2 NJ YI YaKA LI 2F NAAaA1Q YR GKS
which hinges on the extent to which the material outcomesreafft or mass

2010: 342)Giventhe relative lack of automation in the magpsoduction ofclothing
(noted in Section 1.3}his distinctionis an interesting on#o considerin relation to
the makingof clothes. It is one | will return toriefly in Sectior.4. Thesecond

concept which will bediscussedn more detailbelow, istacit knowledge
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Tacit and embodied knowledge

The concept of personal or tacit knowledge originates with chemist and philosopher of
science Michael Polanyi (193866). In its simplest terms, froma crafiN: OG A G A 2y S
perspective tacit knowledge can be understood as that which is known by the

LINI O Aromhi2kySS N9 24Re Q (G KNR dzZAK GKS LINI QUAOS 27
emphasisaddedl @ ¢ KS (G SNY)Y Wil OA linteichaggeablgithd SQ A & 2
WSYOo2RASR (y26f SRISQ o0& UlU&emfi@attcd A1 S hQ/ 2
perspective (200532017). Anthropologist Tim Ingotgwho draws on insights and

practices from across disciplines including archaeology, art and architegtakes

issue with the use of both terms. From his anthropological perspective, Ingold views

craft making as an aspeof life rather than a discipline or category of practice. Ingold

argues that as sensory beings, our capacity for knowledge is entwined with our

physical, sensory, selves and tladitknowledge is therefore embodied (Ingold 2019

2013). To view knowledgatherwise, he suggests, is to perpetuate an understanding

2F KdzYty SELISNASYyOS (KIG RAGARSE 062Reé |y
ddza3SadAz2y GKIFG WwWgS OlFy (1y286 Y2NB (KIy ¢
2013: 109), in two ways. Firstlygequestiorsg K| & KS aSSa | a t2fl ye
GKFG G2 wasSttQ Aa 2 R2 a2 Ayhaitfe®isg NA GG S
FYy20KSN) aSyasS 2F waSttAy3aQ Ay gKFd S Ol
objects thatresulg A Yy 0 RONRNILIFA YS § NIOD SeéoadByChe dbserveso Y ™
GKFGO ONIF T LINIOGAGAZ2YSNE KI-KEs0 ANEOK RG]
G2t RZ +a F a02NBI GKNRJAK LN} OGAOS NI GKS|

Specifications provide informaticboutthe specified, about the materials to

be used, about parts and their dimensions, about movements to be made. They
define a project. But stories issfidm moving bodies and vital materials, in the
telling. (2013: 110original emphasis

' VYRSNEBG22R | a LISNBR2YFf NI GKSNJ GKFY Wil OA
LINSRSUSNNYAYSR 0dzi nérvarkalor waiten wHys Ziigfd2018:y 2 i K !
MAO® CINJ FNRY 0SAy3d Wodz2NASR RSSLI R26y AY
Ingold suggests that personal unspecified knowledge is ever present in the practice of
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craft (and life). It is not what the craft practitioner does without thinkiings thinking

with eyes and fingersas a practiced sewist migfihgold 2013: 111).

Exploring the development of embodied knowledge based on her experience of

learning to blow glass (2008017) h Q/ 2 yief@ildeow, as proficiency increases,

at some point the sense of self, and even the sense of the tool in use, recedes as
Wo2RAE & AYUSYylA2yFrftAGEQ YR WO2NLR2NBIFf |
MPn 9 HAMODP hQ/2yy2N a2 ANNRSE AlGASEIQ (A
GKS YIF{Ay3 LINRPOS&a | yR NBFTSNA degribd#él yRg 2
interactie Yy 60S0G6SSy o062R@ YR YFGSNRIE Ay GKS ¥
223 224).This description suggests a relationaen reciprocal relationship between

the craft learner and the material.

20K Ly32tR YR hQ/2yy2NJ NBO23ayAasS |y Iy
draws a distinction between predictive and anticipatory foresight, suggesting that
WoiBKS FT2NY¥SNI YAIKG @ASEtR | LXLFy>S odzi Al
carry2y Q OHAMOY MMAnUO® C2NJ hQ/ 2y y2NY

The anticipation that marks proficient practical knowledge is not a reflective
forward-lookinggesture. It is nowreflective corporeal forwarayoing

Y2@SYSYyi(d 06Se&@2yR FTRFELIFGAZ2Y O6hQ/ 2yy 2N |

For both, the personal or tacit knowledge that enables and arises from craft practice is
reciprocally entwined with the practice of a craft and the becoming of objects. Bodily
movement is inscribed in what is made, as the making of the article also stiegpes

maker. ThetacitCaspect of craft skill is that outside the specification (Ingold 2013:

110) which is multsensory and materially entangléd.Q/ 2 yy 2 NH & aSyasS 2°
tools receding suggest a dissolving of subject/object boundariEtween makemland

what is madeCentral to these understandings of what it is to make things is the

rejection of the body and mind divide that originates widlescartegDamasio,

19942006); this divide isalso rejected by every other craft theorist | have read and, |

suggest, every experienced craft practitioner who has given serious thought to their
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experience of making.ambrosa I €  F2dzZNAAQ YIFGSNRFE Sy3ar3as
that the mind is not divisible from the sensory perceptidroar surroundings

(Malafouris2019. In the making of a pot, Malafouris suggests, the constant

interaction between material, sensory perception and response is continual and

dynamic (ibid.). Drawing insights from the long history of phenomenological

philosophy and contemporary neurosciellte 4t KS2NA Sa 2F WSYO02RASIH

explore fluid boundaries between mind @aenvironment (Groth 2017).

For research that focuses on learning to make things, specifically clothes in this case,

the range of theoretical perspectives pointing to the entanglement of mind and

materials providesisefulcontext. The sense of craft knowledge being situated,

context specific and materially entwined feels familiar to me through the practice of

crafts, including sewing. Full absorptiorile experience of making, likiat
RSAONARGSR 0 & aRQ/NBFYBSDG SR Ay / aAr|1®I08§y i YAK
are whatl and others often seek and sometimes find in the practice of craft. Of

particular interest in this research is how novices learn tacit or embogltedt is,
non-specifiedq knowledge of sewing. | will turn next to tleequisitionof craft

knowledge by amateurs, drawing on the work of Nicola Wood alongside that of Ingold

YR hQ/ 2yy2ND

Bridging the knowledge gap

222RY fA1S LYy3I2ftR YR hQ/2yy2NE RNl ga 2V

learning theorists Dewey (experiential learning) and Schon (reflective practice) to

examine the acquisition of tacit knowledge in craft practices, using bowl turning and

clog making Wood2006) and later pockeknife making (Wood edl. 2009) as research

OFLaSad 222R o0dzAftRa 2y t2flyeAaQa ARSI 27F

knowledge islearnt Wg KSNB o6& (GKS2NE 0S02YSa AYyGaSNR2I

itsembodimg/ i Ay | OGA2yQ o0t2flyeAr mdbcId.Wismt LI N

with this order of things; suggesting, as it does, that theory precedes bodily aation

GKFG 020K Ly32tR |yR hQ/@ yNRINR MRz RF (it A {SI

indwelingWii KS y2@0A0S aSS1a G2 RgStt Ay GKS | C

GKSY FyYyR GF1Ay3 | OG ActafH 2N YAHIG & 52 AIKBYAD 3
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on the design of prototype learning resources for novices, based on the elicitation and
interpretation of expert knowledge. These studies highlight how hard it is for novices

to learn simply through observation and imitation (for example from video or

demanstration alone)and how challenging the elicitation and interpretation of expert
knowledge can be, especially when some experts are more reticent than others in
SEFYAYAY3 yR GSttAy3a 2F gKIG (GKSe (1y260
thoughi & 2y 6 K| (gin thé serdsé olviiaRyoudn $efl dbout something and
howyou can tellsomething. y 32t R adza3Saida G(KIG WikKS GS¢
2F TGGSYyidA2yQ FYR F YSFEya T2 Mithbah: OGAGA 2y
ALISOATFEAYI AUQ Oo6HAMOY MMAUL P

As we have seen above, tacit knowledge is that which lies outside specification or

WNXzt SAQ Ay | F2NXIf &aSyaSod hQ/ 2yy2N) OHAM!
between rules and maxims, identifying that maxims are situated in a way that rules are
notW! WYFEAYQ NBFSNE (2 (KId gKAOK GKS aic
O05NBe&Fdza wnnnyY mMTT OAGSR AY hQ/2YYy 2Nl HaMm
and interpret expert knowledge in support of craft learning by novices, Wood

conclues that:

¢KS 3JIdARIyOS 2FFSNBR o6& |y SELISNI Ol y
the novice the opportunity to access the personal knowledge of the expert. The
bridges are not necessarillye way to undertake the task, b way that the

expert feels is helpful to get started (Wood 2006: ldiginal emphasis)

222R 3284 2y (2 SELXIAYy GKFG AdG A& GKNRAZ
novices can discern which of the bridges are foundational for them and which are

Wa G S LILIA yoRards ihedr yvBranBde of practicewhich theymight interpret as
fundamental tothe way they worlkand whichthey move beyonds theygain a bodily
understanding otheir ownways of working(Wood 2006: 145). Wood emphassdbat

GKS ONAR3ISE INB y20 0GKS (FOAG (1y2s6fSR3IS
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Returning to the subject of this study, the nature of fabric and sewing patterns and the
complexity of the garment making process make clothes sewing a craft especially
reliant on procedural instructions, particulafigr beginnes. How home sewists

develop the tacit or embodied knowledge of their craft will depend on how sewing

skills are practed and taught.

Reflection in and on action

222R dzaSa {OKIyQa RAJAGDANYDNARY 0@ OESEHQIN]
to examine the exteriorisation and interiorisation of craft knowledge in relation to

f SEFNYAY3I dunncod ! fiK2dzZ3K Al LINRPGSa RATT.
novices, Wood observes that those who made most progress in bowl! tuapingared

to make a shift from reflectioonto reflectionin actionc that is, from conscious,
cognitive,postKk 2 O NB Tt SOUA2Y 2y | OGA2Yy (2 AYLINRO

reflection in action (Schon 198ip.) ¢ over the course of their learning.

wSFt SOGAYya 2y (GKS SELISNASYyOS 2F ¢S NYyAyS3
0f26LIALIS AY GKS LINPOS&a thatWIANIKESND VA AY DR
sensation of heat and the motion of retrieval, each common to my previous
SELISNASYOSa 2F 62Nl Ay3a | OF YLIThiN&lectiof R T A
suggest that prior sensory experiences may influence our ability to make use of
WONARISEAQ (G2 RSGSt2L) 2dzNJ 26y (GFOAG (y26f!
activity (see also Gith 2017) Theability to learn a new skill, such as sewing, may be
dependent on the prior, perhapseemingly unrelated, experiences we have to bring to

it ¢ suchas using scissote cut paperor steetinga car

Whether it is useful to think of reflection in action as a form of reflection at all when it
comes to craft practice (as opposed to other practisesh aghe teaching Schén was
O2yOSNYySR gAGKO Aa 2Ly (2 [[dSadAaAz2yd hQ/
dzy F2ft RAy3 2F GFOAG (y206NERIASONY gSRIPOH 2GS
conclusion Wood reaches as a result of bringing Schon into thereiatongside

Polanyi to understand processes of craft learning is that:
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GKS GSNXYa WSEtAOAGFGA2YQ YR WIiINIYaYAa:
from usual, moving away from the connotation that knowledge can be

extracted and passed on from one person to the next (Wood 2006; 149)

This observation resonates with theNH dzY Sy G a 2 F h QBeifg/sijuatdt] | y R
context specific, anticipatory and materially entwined, the tacit or personal knowledge

2T I ONI}Fi A& o6KIFIG SylofSa @S 11Qaddfmd LINT
YSFEYAYy3 Ay (KS2008 Sach kdpwledlde Qanrdiyby teahkferred directly

to anotherperson Woodd o6 NAR3IS& FyR Ly3d2f RQa aG2NRARSA
learners toward what otherwise remains tacit. Both sound similar to the conafept

WEOI FF2ft RAy3IQ>X ONBRAUGSR G2 +@ 3Jepal20108inAy LI
that these bridges and stories are what assists the learner in doing what they would
otherwise struggle to do alon®n closer reflectionhowever,the corporeally and
YFGSNRAFff@ SYGgAySR Yyl {idz2NE 2F ONI Fid LINI O
FNRY G(GKS WaolrFF2ft RQd wlk GKSNJ GKIy aAYL}i e |
knowledge, the bridge guides us from the outside in. It is winaibées usa feel our

way through the practice of a craft activity and find our own meaning in it.

As someone with years of experience of sewargongst other craftsthe

entanglement of thecorporealand the material in the process of making feels familiar

to me. Tle literature relating to tacit and embodied knowledge and the idea of

f SINYyAY3I NBaz2dzNOSa +Fa WoNARIS&EAQ Aa dzaSTdz
resources available to them when learning to sew explored in the findings Chapters

6-8.

Everyday creativitin thetwenty-first century

In thetwenty-first centurythe revival of interest in amateur craft has been closely

linked with developments in digital technology. From blogging to social media

(Facebook, YouTube, Pinterest, Instagram and more recently TjkA®kharing of

creative and craft pursuits online has grown rapidly as the internet has evolved, with

video increasingly used both as a creative medium in its own right and as a means to

relaycreative experience and information online. This digitally entwined manifestation
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2F ONIFG YR ONBIGAQGAGE WMakiBgis ConinectinlR@®1, K S NJ
2018. For Gauntlett, creativand collaborativespaces online are part of everyday
ONBlIGAGAGREY & YdzOK & GKS LIKeaAGhus YI 1A
relates to connection between people and ideas well adetweenmaterials in the

making of things.

In contrast to more formal definitions of creativityhich relateto externally judged
2NAIAAYFEAGET DIF dzy Gt S tedingdnd BoR0RESIPO1Y: R ONB I G .

defined as follows:

Everyday creativity refers to a process which brings together at least one active
human mind, and the material or digital world, in the activity of making
something which is novéh that context and is a process which evokes a

feeling of joy. (2011: 7@mphasis added)

This definition of creativity is useful to me as it is this everyday sense of creativity that
people who choose to make their own clothes, includimgparticipants in this

research, often seek and relate ths Gauntlett acknowledges, not all parts of the
making process need be enjoyable for this definition to have meaning in relation to

amateur craft practice.

Making things is often an intense, difficult, or frustrating experience. But

whether the thrilling zing comes right at the start, with an exciting idea before

any planning, or right at the end, when the thing is findijmez A G Q& € A1 St
there somewhere. (2011:77)

DI dzyit SGGQa OASe 2F SOSNERI @natCungaft (FOAFIA G & =
andLy32f RQ& NI T {(DB)iplagey eémptiagis o gropessfaher than
2dzi02YS® 2KAfS L SYONIOS DlrdzyGt SiGQa @AS,
amateur textile craft practices, | am also mindful of Twigdelroyd's(2014, 2016)

observation that fopeopleseeking to makéheir own clothes outcomes can matter

verymuch (see Chapte®and7). | alscagree with Gauntlett that it is peoplehoosng
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to make thingswWhether physicaitemsor online videos)despite abundant

2LIR2 NI dzyAGASa G2 aAYLX e wO2yadzySQ LINRTSa:
these acts of everyday creativity culturally significant and therefore (potentially)

political. As Gauntlett and Twigger Holroyd discuss, it is throughipteusmall acts of

creativity shared that larger scale change seems possible (Gausatletigger Holroyd

2014). Everyday creativity, at the individual and societal level, can impact the way we

seethe world.

3.3 Amateur textile craft revival

In this section] will provide some context for the digitally entwined nature of
contemporary amateur craftincludingfeminist debates surroundintipe apparent
increagd interest intextile crafts and the resurgence of these practices as
contemporary¥abricultureQ(Bratich & Brush 2011). | wéllso touch on the relative
absence of sewing within this literature and in participatory textile craft research

which focuses on aspects of community and vieling through craft.

Digitally entwinedextile craft revival

As introduced in the previous section, thesurgence of interest inraft in recent

decades has beevery muchentwined with digital technologyAmateur participation

in textile crafts has been greatiymplified onling(Gauntlett 20B). The gtimistic view

of increased digital connectivity reflected in theA NBR 0 S RA (i AMafingasT DI dzy
Connectingpublished in 2011, has since proved more complicaBggportunities to

connect with others around shared craft interests have increased with the

proliferation of social media, individual sewing blogs (Bain 2016), downloadable PDF
patterns and websites that combine patteuser reviews and community forums with

the online sale of craft supplies (e.g PatternReview.cé&mn)he same time that the
AYOSNYySGQa LRGSYGAFE Fa |y Wi hdsnfeabsedONS | (|
less positive social impacts have emerged through use of the same technology. As

DI dzy Gf SGG | O1ly26t SRISA A ysurrell&cepndoropaya & S O
power and divisve minority voicedhave also been amplified onlineith negativeW! NB |
g2NI RQ O2@aish Fotlo®iyigQHeveb 2.0digital revolution,online content

andcommunitiesrelating to knitting andewing have occasionaliecomeembroiled
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in the divisive cultural politicthat manifest onlineg as illustrated in 2019 when the
knitting website Ravelry was challenged to address inclusivity issues and set out a
stance on antracism (Paul 201 ®Palmskoéld 2021landPapercut Patterngvere

challenged on issues of cultural appropriation relating to a pattern that had been
YIEYSR (KS W¥wakist 20YPAAY Brafieh@ Brush (2011) identify,
contemporary textile craft culture blurs boundaries between public and private
spheres, old and netechnologies, folk and commercial culturésm interested in

how the on and offline aspects of everyday creativity come together for those seeking
to make their own clothes. Téresearch focuses on experiences of sewing, where the
online sharing of sewing practices and the offline praaticéhat craft within the

homeare entwined in a variety of ways.

Like other crafts, clothingelated practicesncludingknitting and sewindnave also
becomemore visibleoffline. The increase popularity of amateur sewing is reflected
not only in amass of online contentut alsoa proliferation ofsewing pattern brands

the emergence of high street sewing cafes and classes and even mainstream TV
coverage Amongst all this activity, textile crafts retain a variety of contested
associationswith nostalgic practices of the past, with countercultural movements and
activist aims (Bain 2016) as wellagh contemporary forms oéntrepreneurialism
(Black & Burisch 2021As Anthea Black and Nicole Burisgd® A y i 2 dzi X ONIJ Fi
NBadZNBSYyOS KlFIa 06SSy WO2yOdz2NNByil gA0K GKS
Fdzy RF YSYy (Gl AKAFG Ay (GKS gl @& ¢S O2yadzyS:s

Feminist perspectives on textile craft

In contemporary UK cultureextile crafts are highly gendere@ewinghas long been
anactivity strongly associated with womeand consequentiyas beera topic for
feminist debate from Wollstonecraft ([1794 2004 to de Beauvoir[(949 2011) and
beyond, ineach according ttheir time and positionalityAs the debate has developed
it hasrecognised thasewing has playethultiple rolesh y ¢ 2 M&ywvithdhese
rolesoften divergngalong class lines (Burman 19%¢all & Jayne 20)6For example,
wSey2f RaQ Iyl 3 &5 Bo/anddendcheme introduced

during theSecondWorld War highlights that making and mending was the norm for
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working-class women, while those teaching classes were often from middie

upper-class homes, who had been taugtggedlework as an accomplishment rather

than a practical skill (1999). Consequently, some classes fell short of their aims by
F20dzAAy3 2y RSO2NI 0AGS ONIY FTO &1 adofard NI (K
YSYRQ SN} K2fR& I LI NIAOdzZ I NEetdevokedanihd £ 3 A O
W1 SSLI OF f Y Iy Randlphkddds aeathyet thatdms émeyfed as part of
popularcraft culture(Dirix 2014)However as Hall and Jayr{g016)alsonote, ethics

of consumption and textile craft préces during wartime austerity were socially,

politically and economicallyery differentto those oftoday.

Literature addressing theesurgence of amateur textile craftsom various feminist
perspectivegjuestionswhetherrenewedinterest inthesecrafts is nostalgia critical
WNEB Of | pravioysld denigiated craft®r a subversive counter to mainstream
consumerisnisee below)For some, the potential for craft practicesfiarther
feministinterestslies in crafts that were once seen as domestic being made more
publicg whether inphysical spaces S @3 W{ { -stylelkKitting gr@ups) ok (1 O K
through public sharing onlinéinahan & Wolfram Cox 2007, Pentney 2008, Ofton
Johnson 2014 y G KA & WYI | A ypaentiddeostibike@ Gehdemnaridyy & S S
making it moreapparentthat women are not the only people participating in textile
crafts Pentney 2008Kelly2014). Groeneld highlighsthe joyful, celebratory and
sometimes ironic performance of normative femininity in contemporary fabriculture,
expressed in thirdvave feminist magazines as a formeshpowerment (Groenveld
2010. Otherssuggest that any progressive intent in such activity might easily be
misinterpreted and undermied, especially where sharing takes place in relatively
depoliticised or increasingly commercialised spa@swkins 201,1Solomon 2013
Kelly 2014)Jessica Bain (2016) highlights that despite thea/e feministSrejection
of any conflicts between normative femininity and feminist valueasions between
textile craft practicesandvariousfeminig perspectivesontinue to be discus.
. Ay Q& ONXR G A O bffpopiRak sewirdydebigings eVvidéricd of oth axplicit
and implicit feminist politicsvithin them. However, she cautioregainst any
FaadzYLliAz2y GKFG aSgAay3a a + ONFFO A& WAY
identify as suclor may be explicitly ardieminist (2016: 65).
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bl NNI A @Sa | NRPdzyR (GKS WNXEB Of-wake¥emijidnd) raizef O NJ
the question of who these crafts are being reclaimed fi@ratich& Brush 201}

Some note a tendency within the reclaiming narratives to disidentify with previous
generations of crafterand/or feminists Brunslon 2005, while blind spots in relation

to issues of class and race are retainBa\ykins 201)Land privileges resulting from

the activism of previous generations gorecognisedGroenveld 2010Bratich&

Brush 2011 While some secondiave feminists undoubtedlsejected domestic

activities suchasewingl & 06 SAy 3 Ay W2LIRaAldAz2y (G2 3ASy
struggle for equal status and recognition in the public spkebes was just one stance

(Bain 2016: 59)Historically, feminists in botthe first and second waves hageught

to challenge the devaluatioaf domestic activities, including textile crafiGroenveld

2010) For example, Rozsika Parlkeguesthat the textile banners o$uffragstsand

peace campaigners at Greenham Comraos evidence of previougeneration$

attempts, firstly, to portray femininity as strength, and secondly, to position protest
message ashaiingT N2 Y LINE ( S a (1 ISANA 2 (Resk¢i{9984 2018 914, W
original emphasis Parkerand others als@mphasisehat the patriarchal structures

that designaed textile and other crafts @eminine domestic and unimportant in the

first place also served tmbscue the social relationshipamongstwomen thatare

entwined with thesepractices (Groenveld 2010, Par§&®84 2010). Bratictand

Brush (2011) suggest thtte feminist potential in theesurgence of domestic crafts

may lie in the possibility of misrememberedsts beingre-evaluatedthrough craft

practices with connections, rather than divisiorisetween generations being realised.

Like Bratich and Brush (ibid.), as a feminist and a sewist, | have more sympathy with
arguments for reclaiming domestic textile crafts from patriarchal and capitalist world
orderings than from a previous generation oluJ2 &8 SRf @ WOSy & 2 NR 2 dz&
(Brunsdon 2005: 113).

Textile crafts, community and wddeing

Although amateur textile crafts have received greater academic attention in recent
years (see Shercliéf Twigger Holroy@020) thereis relatively little academic research

addressing the sewingf clothesby machinecompared with other textile crafts (Bain
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2016). There may be a number of reasons for tiier example, Were amateur textile

crafts are the subject of academic researitte emphasis of that research is often on
community and wetbeing or cultural heritage aspects of crafather than the

learningof craft skills per selVhere practical workshops form part of this researitte
discussiorthat takes placeround the craft activity is oftemoreimportant as

research datdhanthe outcomes of the makmpactivity. The noise of sewing machines

can prohibit conversatiorin comparison wittother textile craftssuch ashand

knitting, embroidery, patchwork and mendingurthemore, a Hall and Jayne (2016)
note,theNJ y3S 2F LINRPOS&aasSa Aygdz2ft SR Ay Of 20K
aLl OSQ dBeydrd Base practital ebnsideratioitsseems likely that the

perceived importance of sewing as a subject for study remains a fasbt¢cRobbie

(1997) andBuckley(1999)identified a quarter century agg McRobbiehighlighting the
inattention to productionin feministliterature relating toconsumptionand Buckley
identifyingwomen designing and sewing clothes at hom& Wt | NASY 8K A ¥ @2 M
(1999: 56).

3.4 Clothessewing

As noted abovgthere is limited literature addressintpe sewing of clothnto clothes

Much of the literature that touches odlothessewing practices comes from a
KAad2NROIf LISNE LIS OlGuitus Df Sewin{l899)remaiimga Kdy . dzNJ
source.JenniferGrayera 2 2 NB&t®en Making History & Theo(2020) also provides
someinterestinghistorical and contemporary insightehileBain (2016)Hall& Jayne

(2016, Martindale(2017, 2020 andClarke (2020¢ontribute useful perspectives on
contemporary sewing practice$he vast majority of what has been written,

unsurprisingly, focuses on the experiences of women. The experiences of people from
different backgroundsis-a-visrace and class are also inconsistently addressed and

these limitations are reflected in what followis this section, | will highlight what the

available literature ¢lls us about participation in home sewing, motivations for sewing
clothesand the context within which sewing is learnt and prsadti in the UK todayin

the interests of breviyWa Sg Ay 3 Q Aa dzaSR (G2 NBFSNI G2 OF

clothes.
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Participation in home sewing

The popularity of homesewing is seemingly increasingany people, including young
men, are reported to be taking up sewing, including as a hewby during the recent
pandemic (Wood 2017, 2020; Elan 202¥heredata is available regarding the
practice of textile skills within the home, it is hard to disentangle different practices
(e.g. knitting, dressmaking, patchwork, embroidery, mending). The last time the UK
General Household Survey collected relevant deds in 199736% of women

reported having engaged in dressmakingedleworkor knitting in four weeksrior to
the survey(Office for National Statistics 19pAfter 1997, accurate figures are hard to
find. MartindaleandMcKinneysuggesti K- 4 & YlIyeé Fa ps> 27
3 NSy da T2 N20iBR)Siis psopodiiéni l@sed an Lraft & Hobby Trade
Association figures reported inrewspaperarticle from2014 (LewisHammond 2014)

includespeopleengagng in sewing activities other thanakingnew clothesfrom start

to finish (e.g.mending altering) A more recent newspaper article, also citing Craft &

Hobby Trade Association (CHAY 0 FA I dzNBaz> adzZa3sSada GKIF G

y

GKSANI 26y Oft20KSa a || K200e@ec¢uamostalOf dzRA Y 3
womenc [who] have takenup sewingi G KS f I ald (KNXSefiy8d NAQ ¢

of 7.7 millionrepresentsover 11% of the UK population Qaccounting for the
significant geder imbalance in sewingsomewhere nearing 1 in 5 womemhis
proportion as it is reported in this article appears artificially high, and almost certainly
includes sewing activities other than making of clothes from scritefowever,

Hobbycraft sales figures for sewing patterns @egving machines reported in the

same article also indicate increased interest in sewing even before the surge in sewing

activity noted during thgpandemic (se&ection 1.5

While it appears that interest in sewing in the UK and the US continues to grow

(Martindale 2020), there is little in academic literature to tell us where and how

people are learning sewing skills todayRRA S al NIi A Y R¢basBdbd HAMT

interviews with 15 ethnically diverse, midebtass, Ubased women aged 240 ¢

10That is, the process of making a sewn item of clothing from the cutting out of fabric through to the
completed construction of a finished garment.
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provides some insighta.  y& 2F al NOIAYRIf SQa AYGSNIIASSHS

sewing practices within the home as children and/or spoke of relatives who sewed,

However, few of these women learnt to sew at home as children. Almost all the

interviewees had learnt some sewinpd f f & Ay WK2YS SO2y2YA QA&

necessarily enjoy the experience or link it to their interest in sewing as an adult. Some
(but not all) of the women in the study had taken classes when first learning to sew

before cantinuing their learning, predominantly at home using online resources.

Motivations for sewing

Much of whathas been writterabout experiences and motivations for sewing is
covered in consumption literaturgom the US Sherry Schofield omschin (1999) and
more recently Martindale (2017%chofieldTomschid O MU st A S &
from the twentieth centuryidentifiesshifting motivatiors for sewing over timeThe

0 S NonowEr used in this context to mean frugalityis reported to be the main
motivation forsewing before thesecondWorld War, espeally for those on lower
incomes. Creativity, quality and fietame stronger motivating factarfor sewingin
addition to economy, during the 1960s. Economic motivations dettliuging the

1970s and by the mid980s sewingvas found to no longer be cheaper than ready
made clothingwhen time is taken into account (Loker 1985 cited in Selbf

Tomschin 1999). By the 1980s sewiveas identified largely as a leisure activityore
popular in middle and upper income households (Kean & Levin 1989, 3dhofie
Tomschin 199P SchofieldTomschirreportsthat her own studyfrom 1994finds
psychological and physiological reasons for sewisgch asense of accomplishment,
being creative, and feelings of setbnfidence or selfelianceg to be dominant, with
motivations of economy and fit ramkg lower down the list Quality,as a motivaing
factor, is expressed both in terms of value for money awhstruction qualityin
comparisorwith readyto-wear garments Those who sew are reported to consider it a

therapeutic and relaxingctivity (Schofieldfomschin 199).

I RRAS al NI hgtddtstudy @entifixsetddnal fulfilment as the core
motivation for sewing (2017). Around this core motivation, Martindale weaves three

interconnected themes of investment (of cognitive effort, time, money), control (over
56
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appearance, clothing selection and the choice to make or buy clothes) and
empowerment (linked to increasing confidence in appearance and skills). Experiences
linked to each of these themes are seen to contribute to the personal fulfilment
derived from sewig as well as ongoing motivationdo so. The online aspect of

f SFNYyAYy3 yR O2yySOGAYy3a A& F2dzyR (G2 06S LI
interviewees, who were recruited to the study Wawingrelated Facebook groups. All
were active participantg thesegroups, which they used to learn and problem solve
with the help of others. The approval, validation and support of others in the sewing
community is linked to increased se§teem and the desire to seBain(2016 and

Clarke (2020%imilarlyhighlight community connections as important for sewists in

their respective studieg referencing supportive online communities (Bain 2016) and,
interestingly, feelings of connectedness to previous generations of women (Clarke
2020). Both authorslso findbody nonconformity (i.e. having bodily proportions

outside standardised sizing schenmaghe idealised feminine formjo be a motivating

factor for contemporary sewists (sedsoRelationships wittothes, below).

Learning to sew within and outside the home

As seen above, research identifies changing motivations for sewing over the latter half
of the twentieth century, away from practical need and towards those of personal
fulfilment. The ways in which sewing knowledge and skill have been learnt over this
time have als@hangedHistorically, it might be assumed that that sewing skills, like
other textile crafts, have traditionally been passed on within the home between
generations of women. While this pgurt of the picture ¢ afthough to a different extent

for women in different social and cultural contextsewing skillsised at homewvere
alsolearnt in the context of domestic service, apprenticeships or factory work (Buckley

1999, Hackney 1999, Moseley 2001).

5dzZNAyYy 3 GKS {SO2yR 22NXR 2FNJGKS 'Y 323SN]
promoted the learning of practical sewing skills tovadimen (Reynolds 1999). The

value of the scheme in terms of the kind of skills taught and the degree to which they
contributed to limiting textiledemandcompared with other measures contested

(Reynolds 1998Bide2022cited inTwigger Holroyd 2023%Grayera 2 2 NS Q& O H A H N
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analysis of some of the instructional materials presented at the time suggests that

fairly considerable prior knowledge would have been required to comdetee of

tasks successfuyl usingthe limited instructions providedor example cutting a
commerciablousepattern from the fabric of a deconstructed Sy Q& kg &Ji 2 NJ
pattern from the sleeve of an existing garme@rayerMoore also highlights the role

of department stores and compées such asSingerin offering classes and advice. This
suppot was offered, Gayer-Moore (ibid.) notes, at nominal cost in the hope,

presumably, of increased sales of sewing patterns and equipment.

Towards the end of the Second World War, the importance placed on girls learning

some practical needlework skills was reflected in the Education Act of 8ddhthat

WEEf IANIT A Ay adlridS aokKz22fa 6SNB NBIj dzi NB|
Dressmaking anthe skills tomakedo andmend were included in the General

Certificate of Education (GCE) and Certificate of Secondary Education (CSE)
gualifications introduced in the 1950s and in 1964 respectively (idideye is

evidence that home ctbes sewing remained a common practice in the UK and US

after the Second World WaReynolds 1999, Schofieldmschinl999, Spanabel

Emery 20142020). Oral histories give us some snapshots of women using skills learnt

in service (Buckley 1999) or factory settings to make their own clothes at home

(Moseley 2001kontinuing into thel950sand1960sP { A YA f | NI e 2 / | NR §
narratives provide insight into sewing skills leamschool and at home in Jamaica,

valued for their role irthe expression oidentity and community connectiowhen

transferred to a UK context the same period1999). The snapshotsfered by these

studies provide rich detail about the styles of clothes these women made and the role

2F (K2aS Oft20KSa Ay (KS ¢2YSepaessionadlSa | a
identity formation (se€Section 3.5 beloyv However, only limited detail is revealed

abouthowthese sewing skills were learnt.

It is difficult to establish how, and to whorsewing skillsvere taughtin UKschools
since the 1960By the timel went to a state secondary school in 1980 the gender
separationin the teaching opractical craft skills, including needlewohad
diminished At some point leading up to the introduction of the UK National
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e

Curriculum in 198%hef | y3dzt 3S 2F WRRIYSYKA XSO )SO02 P FO5 Q32

WYy SSREf Sg2N] Q aSewaidsiike (K I12aFS WRKSAETAIES/R 3 U S OK

WGSEGAT SAQd ¢KA& &KA T (reldtaiEnovBailge away frolBS L2 & A
practical domestic skills and towards design and industtyich reflecs changing

educational priorities in response to the social and economic comtiettte time. Kean

and Levin (1989) link the decline in sewing beagght inUShigh schoolso changing
perceptions of home sewing amdore womenenteringthe workplaceduring the

1980s. It seems likely, given the similar cultural context, that teaching of sewing

declined in UK schools for similar reasohsday, whilgextiles remairs part of the

Design and Technology curriculum, any part that sewing plays in this is highly

dependent on the skills of teachemmanyof whom are not textilespecialists.

According to ongeacherwho taught textiles ira statesecondary school until recently
(personal communication202D) G SEGAf S G S OKAyYy3a WRNERLILISR
priority was given to STEM subjects (science, technology, engineering and maths) and

the introduction of the EBaét

Sewing resources

The resources available to support the sewing of clothes at home have changed over
time and present some insight into changing experiences of learning to sew clothes.
22YSyQa YF3IAITAySazr Ay 6KAOK RNBaavyll1Ay3
earlytwentieth century along with the printed paper patterns that many of them had a
role in distributing (Spanabel Emet999,2020, Burman 199%ackney 1999)hese
magazines and the promotion of sewing patterns made a particular virtue of offering
the lated styles to home sewist(SpanabeEmery1999). Joy Spanabel Emery tells us

that that paper pattern sales continued to thrive in the 1960s but that pattern
companies started to struggle and were forced to adapt to changing demands in the

1980s (2020). These changes resulted in multiple merggrapsr pattern companies

11 The English Baccalaureate (EBaiicst introduced as a performance measure for English schools in
2010,is a set of subjects English (language and literature), maths, the sciences, geography or history
and a language defined as core to compulsory secondary educatBools are increasingly

measured on levels of participation and exam success in these subjects (UK Goveairhent
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and increased emphasis on crédtg. quiltingland costumerelated products to

bolster sales in addition to patterns for everyday clothing (ibid).

Renewed interest in home sewing in the twetligst century has brought with it a new
generation of magazines and patterfi®day there are multiple specialist magazines

catering forhome sewists (e.dgsimply Sewind’rima Love Sewingrhread$, including

more contempaoary-looking titlesdesigned to appeal to a new generation of home
sewists(e.g.Fibre MoodPeppermin). One of the significant developments in home

sewing resources in the twenfyrst century has been the development of PDF

patterns that can be downloaded and printed at home (Martindale 2020). These

LI GGSNYya | NB LINPRdAzZOSR 0@ (ihdepgrd@nhty pagfeth y dzY o S|
brands and individual patte designers promoting and selling their patterns online.

This new generation of patterns are hailed by many sewists, including those in

al NIAYRIfSQa addzRé 6HAMTI HAHNOX & O0SAY.
patterns because their associated instructions use less technical language and are
accompanied bphotographs rather than drawn illustratiorfsee Figres 12 and13in

Section 5.3 Some of the more established indie pattern bidaralso provide online

sewalongs, enabling home sewistswatchavideo of an item being made steyy-

step and sew along with each stage if they wikhgive a sense of scale, The Foldline

(a popular online sewing platform) sells patterns from over 200 indie pattern brands
Ff2y33ARS (K2aS FTNRY f | NHEtSNSeWa20YBINOA | f Q
Fa WIiKS 6A3 F2dz2NR  and BuRedzk)Con{mertidlfiatted G & = a O,
continue to be preprinted on tissue paper, and accompanied by black and white

illustrated instructions thahave beerstandardfor decadegsee Figres11 and13in

Section5.3).

In contrast to the limitecacademiowriting addressing sewing, the amount of writing

related to clothes sewing online (e.g. in blog and social media posts) and in popular

sewing manuals is vast and continually evolving. Changing perceptions of what people

want and need in terms of sewingsimuction have resulted in clothes sewing skills

being continually repackagegfrom the dense text and scabtack and white

Af £ dza NI GA2y & 2 FThe Big/Bodk oftNeetidftvasid Eyzabéth m o n a
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/ NJ Negdkaraftof the 1940s and 1950#)rough the weightycolour illustrated

practical manuals produced by Singer, Vogue, McCall and others in the 1960s and 70s,
G2 (2RIFI&2Qa aS¢éAy3da 062214a& LINRPGARAY3I LI GGSNJ
designers and formeBewing Beeontestants (see Appendi&for examples)The

internet has also made vast amounts of information and instruction freely available

online (Martindale 2020). Sewing instruction and advice is no longer confined to the

printed advice oWS ELISNI 4 Q 2 NJ (2 { KpBrsoa, Kithéivitiidor 2 ¥ | y
outside the homeSewing blogsyouTube, Pinterest and Facebook are all mentioned

08 AYUGSNIBASSSSA Ay al NIAYRIfSQa addzRe I a

skills or connect with others abotite practice ofsewing(2017)

Sewingand sustainability

In popular culturelinks are often madéetween home sewing anslistainability Bain
2016,Farry 2008, Bravo 2020, Peppermint MagaZna{owever, academic research
substantiatng this linkis limited The mosextensive participatory study exploririlge

link between clothingelated textile craft practices and sustainability is the
multidisciplinary Sensibility for Sustainabil{§y4Sproject (Saunders et al. 2019,
Hackney etl. 2019,2020 2021, Willett et al. 2022 This actiomesearch project
combined social science and aliased research to explotie latent possibilities of
sustainable behaviour change through engagement vaittile crafts The study

brought participants together ia series of workshps mirroring the lifecycle of

clothing from fabric production to the making, mending and modifying of clothes
including pattern cutting and sewing as well as spinning, weaving, reknitting and
darning(Hackney et al. 2019)KTS | FFSOGA DS I aLISOG 2F YI 1A\
0 2 3 S (i th&dNaRed Ang supportive space created by the workshops is highlighted

in thisproject (Hackney et al. 2020021).The studyd dzA f Ra 2y | | Ol y Seé Qa
LRAAGAZ2YAY I GSEGATS ONI FiclLINGSG GyrakipsT | Y&l KA
FYR FOGAYI AYRSLISYRSyGtes adlkiAy3a | LXF O

(Hackney 2013: 172). It also responds to the political dimensions of affect and

12peppermint MagazineR S a ONJX 6 SR 2 yan AutdaliansqBabterIyi piir§ madgazine#ocused
on style, sustainability, sewing and substafice g K A O K  Btitlcil fa¥hial, @iwériity, inclusivity,
climate action, slow living, sewing and DIY, social justice andmbtips://peppermintmag.com/
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behaviour changeis-a-visthe structural context within which clothing is ordinarily
encountered (Willett et al. 2022). As the team behind the S4S study exattgntis a

O2y OSLJi olFaSR 2y GKS dzzyRSNRGFYRAYy3I 2F SY:
GKAy3a YR ARSIFaAQ 6KAOK Ay GdzNYy &aKFLIS AR
al. 2019: 3). Affective responses, the authors emphasise, are utilised by thenfash

industry to sell clothes (Willett et al. 2022). The S4S project identifies potémtia
NENRdAzGS SY20A2yLFf FdaGlFrOKYSYyda FNRY WgKI
OK2A0Sa¢ YR GNIyaFSNI GKSY (G2 Y2NB adzaidl .
. @ O02yySOilAyYy3 g-axisthg indresdEi AKSA LINR BESO® GEINKI A Y dzt
SYGANRYYSY il t Q renforsed Btiemdgipsit oDKpeey @dbix (Willett et

al. 2022). This approach to behaviour change is seen as preferable to those that
FOGSYLIG G2 WydzZRISQ LIS2LX S Ayid2 LINBFSNIof:
which @n be alienating and ineffective in bridging the vahationgap the gap

between what we understand to be ethical and what we do in everyday life ibrce

S4S study suggests that clothetated textile craft skills can become sustaioilities

Ay (GKS NRIKG WO dZ ThisiENding empHasisesSttez@npartanogheds Y H 0

culture within which textile craft skillsincluding sewing, are encountered

Fletcher identifies the sewing and knitting of clothes as marginalised pracic@st G Sy

the preserve either of [the] highly skille@trafterg, or a badge of youthful

experimentation, rather than a widespread and accepted fashion practice on a par
gA0K &K2LILIA (ZE6: FLESNE nGrés zhé @isSatighaction that people
a2YSGAYSa FTSSt ¢gAl0K (KS Oft20KSa dKSe KI @
LINE RdzOGA2Y A& y2 LI $hecOrffinugs: 6 Ct SGOKSNJ Hamc

it seems that consumerist expectations of fashion reinforce the marginal
aspects and individual idiosyncrasy of roarket fashioractivity, framing
them as temporary involvements to be dabbled with for a few short years
before graduating to the proper stuff: new shdgought clothes. (Fletcher
2016: 61)
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Twigger Holroyd (2017) alswmguesthat relationships with homemade clothes can be
complex and that amateur clothes making practices may not be inherently sustainable
beyond being a slower form of productioBefore setting out the research questions

to be addressed in this study, | will first briefly introduce literature that addresses the
issue both Fletcher and Twigger Holroyd raise, regarding the sometimes ambivalent

relationship people have with clothesaf make for themselves.

3.5Relationships with clothes

For amateurs choosing to make clothes for themselves, sewing is a skill, a craft hobby
and an alternative means of acquiring clothes. In this context it is understood that the
outcomesof the activity may be more important relative to tlmakingprocesghan
literature relating to other amateur crafts mayggest Twigger Holroyd 2014, 2016

In this section | will briefly introduce literature addressing relationships with clothes,
including how these may differ for homemade clothes as opposed to thosehboug

readymade.

Why we wear what we wear

{ 2LIKAS 2 22 R @thnedaphEc stody af why dvomen wear what they wear

reveals the complexity of these clothing choices and highlights the extent to which

GKS@ NS AYF2NX¥SR o0& YdzZ GALX ST 2FGSy O2y
aSyasS 27F aSft TedCrdft fUSH HCrf MBAIIOK SINIER A HNR Q& & G d
demonstrates how fashion, as conceived and presented by the fashion industry, is only
one influence amongst many when it comes to what, and how, clothes are actually

worn. Woodward(2007) presents an overview of key theoretical insights that are

useful in understanding theseomplex relationships with clothes. These insights

AyOf dzRS (GKS WLISNLIS(Gdzr £ dzyNBaz2f SR GSyaaiz
observed by Simmel as a core characteristic of fashion (Simmel 1971 cited in

Woodward 2007: 120). Woodwarimphasises the relational nature of identity and

G§KS SEGSYyld (G2 6KAOK 6S OASe 2dzNB St 0S& Ay
deciding what to wear in different social conteXkaiser 2003 cited in Woodward

2007)¢ KA&a NBEtFGA2Yylf dzyRSNEGFYRAY3I 2F ARSY

Alda WAYGSNYIFEATIGA2Y QY 6KAOK | FFSOGA& LISNJ
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cited in Woodward 2007: 1@1).2 22 Rg | NR | f a2 KAIKE AIKGA W
genderperformativity, which recognises gender norms and idealised notions of

femininity as reinforced through their performance (Butl&9Q 1993 cited in

Woodward 2007) The body is central to these theoretical perspectives, as recognised
N9y 0 g AGKIKNGIQGG SNRA & A2y 02RAFEAKNEDPWhedS D3 4 i
fashion is understood in this wayas situated bodily practicethe selection and
GSENAY3I 2F Of20KSa OFry 0SS dzyRSNER(G22R | a
2 Afaz2zy wnnanm OAUSR AYy 222Rg| MiRdsByi na X 13 NID:
concept of objectificatiorg in which the self is both externalised as, and created

through, ohects such as clothes (Miller 201Miller 1987 cited in Woodward 200¢)
ONAY3IAY I | a2 Onaterfial chltyré gensedtiz: toididrstanding
g2YSyQa Of 20KAy3 OK2A0Sao

Through close observation of everyday clothing decisions being made in real time,
Woodward is able to reveal the ambivalence and anxiety that can accompany these
decisions and the complex materaidsociccultural factors at play. These factors,

which Woodward suggests tend to be overlooked in semiotic readings of fashion,
complicate the notion of fashion as pure sekpression of identity. Drawing on

aAff SNDa 02y OSLIi 27F 20 2S Gtandifidiitont 6fthg' > 2 2 2 |
wardrobe a woman boks outward at herself through the mirror and into the

wardrobe of clothes, asking simultaneously of her image and the garmiéritsd (1 K A &
YSK@Oly L 0SS WiKIF (o LIS/NE 2y2ROG MR EIte YD AMSog0)
literally does the ontology of the self, where the self is a material practice that women
are engaging wittf2007: 157).

2 2 2 R ¢ leMpri@ad researchighlights the material, sensory and tactile aspects of
clothing thatare consequential ttiow clothes look and feel on the individual body.
These aspects, as Woodward demonstrapgay a central role isvhat women actually
wear, which might be particularly pertinent in understanding relationships with
homemade clothes, where the wearer is more materially engaged in the production of

the garment and its resulting look and feel.
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WovY2(iA2ylLtf CAGQ

Embodied, emotional and material aspects of relationships with clothing are
F2NBINRdzy RSR Ay (i KuddeMaley Bylordsehtl, Bissahs an@ LINE 2
Sadkowska (2017). The project useeldesign practicebased methods and

Interpretive Phenomenological Analysis to investigate aspects of emotional durability
in clothing for oldemwvomen One of thekey participants JackieGoode articulates the
sensibilities that she feels women her age have towards clottiingptional FiR017)
anddescribesan endurnginterest in fashionstyleand agencyvhereby\4he right
cemotional fi€ can still lift our spiritS{Townsend et al. 2017: 196javing grown up
during the 1960s, the women involved in the Emotional Fit project had experienced
the excitement of a thriving UK fashion scene in their youth as new styles conveyed a
strong sense of freedom and s&kpression for young people, distinct from the

relative conformity of previous generation&oode 2016)It was in part the sense of
style, experienced as younger women, that participants in the Emotional Fit project
felt was overlooked in the clothing available to them now that they were older. Having
also gown up when home sewing was still thriving, many of these women had a first
hand material understanding of textiles, and of making clotieegheir particular

body (Townsend & Sadkowska Z&)1The notion of fit encapsulated in the Emotional

Fit project acknowledges both the physiological &imelpsychological needs of the
wearer (Townsend & Sadkowska 202@)ating to the feel as well as the look of a

garment and the material and cultural concerns highlighted by Woodward (2007).

Personal style

Having introduced the complexity of clothing choice and emotional aspects of an

extended notion of fit, | will nowonsiderliterature that can help in thinking about
relationships withclothes that are homemade. As Twigger Holroyd highlighElk
Fashionshopo 2 dz3 K Of 2 KS&a WKI @S 06SSy agdFftARLF G
(2017:99). In the absence of this validatigwhere clothes are homemadecues

Ydzad 06S Gl 1Sy FNRY St aSgKSNBpdtterh ddisry Qa Y I
have traditionallybeen sources of assurance for those making clothes at home that

what they are making igppropriate for the time $panabel Emer{999, 2020
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Hackney 1999)Contenporary sewing patterns and magazines play a similar role.

However, as von Busch points out, the morphing of the fashion landscape over the last
G2 RSOFRS& YSIya (KEBNBAWIEAY i 2B aRR f @ yAB?
17), but rather a multiplicity of different styles and influencesextisting at any one

time. The rise in popularity afecondhand clothing Butler2021) and the increasing

interest in making clothes at home amplifies the role of the wearer in stgling

curating their own lookrom the materials (including prexisting garments) available

to them. For those with the confidence to do,sssing clothes from eclectic sources or
O2YO0AYAYy3d LI GGSNY IyR FIONRO G2 YIS Of 2
joy of fashion Yetfor othersthis task might be the cause of the kindashbivalence or

anxietythat Woodward wries about

In her insightful work interpreting the style narratives of the African diaspora, Carol

Tullocharticulates style as agency:

| use the termstyletas agency, in the construction of self through the

assemblage of garments and accessories, hairstyles and beauty regimes that

may, or may not, b&h fashiortat the time of use. | see the styling practices of

I £ F@LISNER2YQa FNIUAOdzZ I GA2y 2F SOSNEBRI
exercising that agency. (2016:4)

Y2y 3ad GKS aidetsS yINNIXGAGSaE AYyTF2NXVAYy3I ¢
clothesmaking as a route to the expression of personal style. Elli Michaela Young also
shares narratives dfeehand pattern cutters from the African diaspdreJamaica

who cut garments direct from the fabric to suit themsel2620. Moseley(2001)and
Buckley(1999)tell stories of working class women using sewing dkilfdease

themselves angbrovide for their familiesSimilarly, findings from the 19360 Mass

Observation Project (cited bilackney 1999) suggest that for women remaining at

home until marriageWRNB & a Yl {Ay3 O2dzZ R 0SS SELISNRASYO!
4dzo OSNEAOGSS OUAGAGEQ SylofAy3ad GKSY (2 v
NBEIFNRZI 2NJAY RANBOG 2LIRaAdGA2YyS (G2 GKSAI

show how motivations foreswing, particularly for the young and the less well off,
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reflect desires for seléxpression in addition to thrift in the middle of theentieth
century. | am interesed in where aspects of style and agency style as agencyight

arise in themotivations,experiencesand sewingchoicesof beginner sewisttoday.

Making and wearing homeewn clothes

Aswe have seen in the sections above, maldlaihes and getting dressezhn both

be understood aembodiedmaterialpractices. The two come together whéming to

make garments to clothe the individual body. Addie Martindale identifies control over

2 y S Q-#reskriation as a key motivation for the home sewisterviewed forher

study (2017)a I NI Ay RI f SQa { K S 1 Sonteolof appeafande.Feibthifigad £ A
choiceandd S6Aa0aQ RSOAA&AMgkdorbuR? dzii SHF&E S thig S KU @ & K
notion is a more individualised, and | think less useful, concept tigemeaywhen

GNBEAY3I (2 dzyRSNBRUOIYR NBfFGA2YAaKALA SAGK |
work would suggest are more social and contsgécific. A wigger Holroyd discusses

in FolkFashion(2017), the reality of making and wearing homemade clothes is more
complex than simply suiting onesgtfiot just because of the skill involved in making

garments but also because of the judgememisde bythe makers and intended

wearers of homecondructed clothes. As Twigger Holroyd sholwsmemade clothes

tend to be judged in their own right as the product of (more or less) skilled craft

practice and, as finished items, in relation to sHmpught clothes. Assessments of

homemade clothes by those who make them are also seen to changeimesras

expectations of the items made are adjusted (up or down) based on experience

(Twigger Holroyd 2017).

Researcladdressiig textile craftsas sustainable practices (e.g. mending, altering or
upcycling) often carried out in workshop settings, provides little insight mtwat
happens to the clothegwvolved2 y OS (1 KS& S @S GKS waSgay3
227). If we adhere to the idedhat sustainable clothes are those in use (Fletcher 2016)

then whether or not clotheshat aremade, mended or altereth the domestic sphere

are worn is an important aspect of their sustainability, éinerefore, of interest to this

study.
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3.6 Sewing as sustakability

As an aspect ofontemporary clothingulture, home sewing is on thase and linked,
at leastby some, toideasof sustainability Conseqantly, home sewings worthy of
further exploration as @otential tactic inthe transitiontowardsmore sustainable
fashion futuresAs a first step in drawing this chapter to a close, | will articutate

perspectives on this potential tacti¢that | am takingn this research

Asnoted above people see a link between home sewing andtainability Given

K2YS aSgAy3aQa AYONBlFaAy3a LRLMzAFNAGeT GKS
clothes for themselveprovidean interesting perspective from which examine

issues of fashion sustainability as popularly understdbé.presumed link between

home sewing and sustainabilitgises thequestion ofwhether or not sewing practices

are sustainable in and of themselvé&sterms ofboth material efficiencyand clothing

use Thisaspect of sustainability links craft practiaadthe materialand cultural

contextwithin which sewing practices are encountered.

Acknowledging thessues ofnaterial efficiency and clothing useticulatedabove |

borrowthe K & LIK Sy I i SF-Ro AUt AAdua (2o OgRMNRINK abGuiiEe pdiential of

home sewingand the design of home sewing resoasasfuturing practices, i.e.

practicesthat contribute tosustainmentoeyondthe current cultural paradigm of

economic growth logidviore prosaically | askwhether sewingskills learnt in the

current UKcultural context YA 3K 06 S O2 y-ablite SyNIatRs, abfldiedzd 0 | A Y

that enable people to behave momaistainaby in relation to clothing.

3.7Focus of research

As | have explained in this chaptdgdtuating interest in sewing as a material and
cultural practice has made for a partial and incomplete picturearhe sewin@ a

cultural significancé/ho engages in sewing and how sewing skilge been learnin
the pasthasclearlychangel over time Academic literature tells us little about how

sewing skills are being learnt todads Hall and Jayne suggest
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There remains scope for mueteeded empirical research into contemporary
dressmaking practices specifically, and fabricultures at large, targeted at
understanding these practices as they occur, as well as the broader historic,
economic and social practicesaditions and memories in which they are

situated.

This involves a keen attention to the politics of gender, class, life course, and so
on, and a recognition thdiX] such practices remain pertinent and present to

the lives and histories of many women in the UK today and which provide
reason enough to value them as a topic of academic interest and investigation.
(2016: 230)

ThisstudNB & LI2 Y R& (i 2 | by dngaging Rith éwidg/piaices €81  f

experienced by beginners seeking to learn to make their own clothes within the home.
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CHAPTERAAMETHODOLOGY

4.1 Introduction

This study focuses on beginners learning to sew clothes for themselves at home. The
intention is to shed light on contemporary amateur clothes sewing practictdseir

own rightandto use this knowledgeand the experience of sewing beginneas,an
alternative starting point from which to think about fashion sustainabilityis chapter

is set out in five parts: an introduction to the research approach and selection of
methods; a detailed description of the three phases of research undertaken and
methods use in each; an outline of the dageneratedand theapproach to analysis;
adiscussion of researatthics; and a reflexive account of sometbe issues arising

from the research in practice.

4.2 Research approach

Feminist stance

This research isonducted froma feministperspective, starting from the onto

epistemological positionthat W | y2 6f SR3IS A& aAaddza 6SR Ay
FOG2NAQ | yR iharéfare bptyd2aghfiSIR IS RA & Y R RA7a OdzNA A
357).The research igbout, and explored through, engagement with the highly
genderedskill of sewingand, as such, encompasses three features common in feminist

research:

1 itis attentiveto the experiences of everyday life as a route to knowledge;

1 it takes aninterest inactivities undertaken within thome, as theyinform
understanding of wider socieeconomicand politicalissues; and

1 it starts froman understanding that oupnodies (our own materiality3hapeour
understanding and experience of the wodas sensory beirggand embodied

seles.

The attraction of feminist epistemologiésr research relating tgustainability is, in
part, that feminist thinking has been less implicated in Bnéghtenment modes of

thoughtthat have dominated (for betteandfor worse) and led to our climatically
70



Chapter 4 Methodology

precarious presentA feminist stance, which ascribes value to culturally feminised and
previously undervalued practices and activities (e.qg. textile crafts, care) feels like a
particularlypotent and fertile position from which texplorealternative ways of

being

Participatory methodlogy

In line with the onteepistemological stance outlined abowée methodology for this
research is qualitative and participatoiQualtative researchembraces the situated
and socially constructed nature of knowledge. Through gathenthanalysing
different forms of nornumerical data (including text, imagaudio and video)
gualitative research methods facilitate the interpretation and theorisation of social
and experiential aspects of life. Within this gtetive paradigm the interpretations

and meanings attributed to experiences lbgth research participants and researchers
are acknowledged, valued and made visible (Braun & Clarke 2013, Walsit#n 28
such, quatative research methods are not designed$l NS a G Q RIF G OF LJ
revealingobjective truths, rather they generate data that lends itself to interpretative
analysis in which themesre developed and dattheory linksare made by the

researcher (ibid.)

The use of participatory methods was inspired by the work of Amy Twigger Holroyd
(2013), the S4project (Saunderst al.2019) andhe work of others in the Stitching

Together Network® (Stitching Together 2020). These researchers and practitioners use
textile craft workshops to tap into embodied craft experiences and facilitate thinking

with and through interaction with material things. By bringmegearchersparticipants

and materialgogether in close proximityworkshops create space ftaxtile craft skills

to be shared, practed and observedTheseparticipatory workshoghased methods

providea way to elicit liveg and livelyg insight into textile craft practices (new and

old, & SyO02dzyi SNBER 6& W2NRAYIl NBEn@thoddS2 LS S Ay

13 The Stitching Together netwarled by Dr Emma Shercliff and Dr Amy Twigger Horoyd and funded by

GKS !'YQa ! NIa g | dzYl y Adsdaltiersiextiepdtitbiizisand ehitimgiasfst = 0 NA
andproject commissionertogetherto foster critical dialogue around participatory textile research and

practice.- https://stitchingtogether.net/
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approachset out below was adopted and adapted initially as a proxy fqeirson
workshops due to the circumstances of Celfl In practice, | found the combination
of remote methods described beloprovedwell suited tothe elucidaton of amateur
craft practices which, while taking place at home alone,adten themselvegpartly

digitally mediated.

4.3Research questions

The research is designed to address the following three questions:

1 How are basic sewing and clothes construction skills learnt at home?

1 What resources help peopte learn basic sewing and clothes construction skills?

1 How does learning basic sewing and clothes construction skills claamageur
aSoAraliaqQ NBfFrOGA2yaKALA oAGK Of 20KSak

1 To what extent can home sewing be seen as a sustaility and what role might it

therefore have as a tactic in the transition to more sustainable fashion futures?

CKS AyOfdzaazy 2F 020K WwWolaAo aSgAy3aQ | yR
of these questions underscores the fact that the research is intended to address the
machinesewing skills required for the making of clothing from scratch, as opptuse

other skills required for mending and altering peristing garments, which are often

OF NNASR 2dzi o6& KIYyR &a$gAay auwcldghésicansti@iony dzf I
alAtftaqQr rtaz2 +FOly2s6ftSR3IASA I Fidg ihisINJ NI y 3
include but are not limited to the act of sewing or stitching seams (by hand or

machine). In choosing this terminology | have deliberately avoided the more gendered
fly3adzZZ 3S 2F WRNBaaYlr{Ay3aQs fdK2dAK GKAa
common with others engaging with the contemporary online world of amateur sewing,

| have adopted the gendef Sdziil NI £ GSN¥Y WaSgAradQ G2 NBTS
2015). In doing so | make no assumption about who sews and avoid the textually
problematO W& S 4 SN ¢ KshaRdh buk conjuFes ypSinhéuSiyfages of
municipalpipework when written or searched onlin€he fourth research question

builds on the other three and was formulatéal link the literature informing the study

to the close empirical exploration of the first three questions.

72



Chapter 4 Methodology

The basic sewing and clothes construction skills referred to in these questions are

those required to make a wearable garment. Thek#ls were not predefined for the

purposes of the research butaxel RS | LILJ NBy G G KNRdzZaK LI NI A
with the research and are discussed amongst the find{@depters-8). The third

guestion, which addresses changing relationships with clothes, is not inténdque-

suppose that any such change occurs but rather to focus attention on any
interrelationships that may emerge, linking clothes making to changes in the

perception, purchase or use of clothing.

4.4 Methods

A combination of participatoryethnographicand qualitative interviewnethodswas

used across the three phases of research

1 Phase k Semistructured interviews were conducted with seven people who had
recently started sewing clothes for themselves at home.

1 Phase Ik Combined journaling and video elicitation methods were used to gain a
more indepth view of the learning experiencesasfotherfive participants (all
complete sewing beginners) as they too started trying to make their own clothes at
home.

1 Phase Ik An inperson workshop and serstructured followup interviews were
conducted withthe Phase Il participants, adding a social aspect to the research and
AY@AGAY 3 LI NI A Qukatdhey bad I@arnNSBdFvwih&, @ any,2 ya 2y

difference this had made to their view of sewing and/or clothes.

Full details of how these three phases of research were conducted are set out in the
following section. First, | will provide a brief rationale for the combination of methods

used.

Semistructured interviews were carried out in Phase | to inform the design of the
subsequent phases of the research. Thpsadiminary interviews highlighted how a
new generation of indisewingpatternsandonline sewingcontentencourages and

enables seHlirected remote learning by amateur sewists. Phase Il of the research was
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devised to understand the experiences of amateur sewists more fully and gain insight

into what helps and hinders them in their attempts to sew their own clothes.

As the activity being studied is by definition one that takes place behind closed doors, |
O2yaARSNBR (KIGd RAFNARSa YIlI& 0SS | dzaST¥dA
sewing experience$sychologists Bolger et al. (20G3)ggest thatliariesare useful in
SEFYAYAY3 SELISNA Sy OS603:580) atd $heefudibgRhiaéor & A ( dzl
of WT I dzf G & NIB2003:$85)andIttospedioftat can impactraditional

interviews Diaries achieve thisytshortening the timdapse between theccurencec

in my case the making activigd Y R KS LI NIi A OA Sdeiglogiisi NI LJ2 N.
Zimmerman & Wiede(1977) suggest diary-interview method for use where direct
ethnographic observation would be problematjeither impossibleas is the case in

Y& NBaSINOK>Z 2N gK3INB48D) Wdbld prvetaodmpEBuNasS F T S
might be the case in their researchajunter-cultures.In the diaryinterview method,

diaries are use A y 02 y 2 dzy Qiitekviws ag dn afproxrraticdiibe

method of participan2 0 & S NJAI9TV X85y Zimmerman & Weider suggékat

the diary and subsequent intervieallows the participant to maintain the dual roles of
WILISNF2NXYSNR YR WAYT2NXNIY(IQ GKI (,whekeSe g2
the researcheobservesand probes and the participant botlactsand respond, or

performsand informs.

Asthe proposedparticipants in this research were to be sewing beginnengs
concerned that theynayfind it difficult to fully articulae what they hal done, and so
what they hal experienced, in words. Diaries might well capture learfigrsughts

about sewing but less so the practices that gave rise to thiéra.combination of diary
and interview would have advantages over diaries alone. However, the interviews in
BAYYSNYI Yy egase2wSra éxitehdldong and detailebmetimes involving a
hundred-LJt dzd 1jdzSa A2y ad 20SN) WTFAJSIntdviedaNlE 2 F A
this intensity would be impracticgand, | would suggest, unethicébyr a project in

which participants were already trying to get to grips with a complex set of giall

were new to them. Diary interviews would tell more than diaries alone but might
inhibit participation in the project and still would not allow for the craft practice to be
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seeninactiont 2 | OKAS@S GKAa WAY | @nehseygiQded ya A IK

would be essentiah this project

Sophie Woodward (2020) and Sarah Pink (2015) emphasise the value of video in

material and sensory ethnography respectivéjoodward suggests that video

footagecan helpyoutdVy 2 1 A OS GKAy3a &2dz ¢2dzZ R y2i KI
(2020:137). Pink suggests that video can help to capture particiQsemnsory

interactions with their environmeng, as was the case the laundry tours that form

partof KSNJ g2NJ] 2y (KS WaSyazNE K2YSQ oHnampyY
participantsandwatched back alogside themca®W ISy SNI S SYLI g KS G A (
a technique Pink used mork carried out withcycle commuters (Pink et al. 2017: 372).
Videosplayed back to participants in this way becotl&NE Ff SOG A FS BINII ST I
al. 2018 457). Like the diaries in Zimmermamd2 A S R S NInterviéws | NB
participantgeneratedvidess O | Y 0 Slatadiretiielk owWrigh® 1R Rgénkerating

RS A Gratopentd NI A OA LI yG&aQ SELISNRASyd@éstoningl) i 2
(1977 489. Ranaand Smith (2020alsouse a video elicitation process to explore a

craft encounter between a mother with demea andher daughter, knitting together.

The encounter is filmed and then-matchedwith the daughterto elicit herreflections

on the experienceRanaand Smith suggest that the advantage of using video in this

gh& Aa GKFG AG FF 2 & 3 WalkzBcedddE ®Briftie a Sy asS
research(202Q 53). The argumerdfor using video as a way to capture sensory,

material and embodied aspects of practice ammpelling.

In the circumstances of this research Wideo footagewould need to beparticipant
generated Thisagainraised concerns about asking too much of participants by giving
them another thing to do while also taking their first steps towards learning to sew.
The approach taketo the production of both journals and video clifseeSewing
Journals,Video dips andVideo Hicitation/WorkshopEncounters belowwas

developedto minimise the burden on participants, while facilitating a research process
in which heir sewing practices coulttWa SSy Q@ (2@08)@dnNtedIné tol £ @
consider whethejournalsshould betime- or eventbased, analogue or digital,
spontaneous or prompted. Zimmerman & Weid@B77) pompted me to think about
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how participants might be guided to record the kind of information that would be of
value to the research. Journal entries and video clips both have dual roles as data in
their own right and as means to generate data via a further elicitation protess.
addition, journal writing and the video elicitation processes presehipportunities

for reflection on the part of participants, whichit washoped¢ may also prove

helpful to them in the learningrocess (Dunlap 2006, Schon 1987).

The n-person workshopat Phase INvas introduced to add a social dimension to the
participatory element of the research and allow harats material practices and the
garments made in Phase Il to be shared and refleafezh. The workshop also
provided an opportunity to test some of the themes emerging from the earlier phase
of research with the group.dilow-up interviews conducted a few months later
explored whether or not participants had continued sewing and what, if any,
difference the experience of learning to sew had made to thertheir practices in

relationto the selection, purchase or use of cloth@scluding clothes they had made

4 5Phases of research

The three phases of the research were conducted as fol{Bwggire 3)
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-
Research Semi-structured interviews
Phase with recent sewing
| beginners
g
v
Research Participatory research with complete
Phase beginners using journaling & video
Il elicitation methods

Three
Making Periods

Video clips

Video elicitation/workshop
(ViIEW) encounters

Research In-person workshop &
Phase follow-up interviews with

1] Phase Il participants

Figure3 - Three Phases of researcl\ more detailedllustration ofthese Phasess providedat the end
of this section(seeFigure 8)

Phase |
Semistructuredinterviews

In early summer 202Dconducted smi-structured,one-to-one, onlineinterviews with

five women and two men whbad recentlyéarnt to sew clothes for themselves.
Interview participants were recruited through a combination of convenierrce
snowballsampling(Braun & Clarke 2013)nd an open cafpjostedon the Facebook

page ofThe Foldine, an online pattern shop and review site catering to contemporary
home sewistsThree interviewees were people known to existing contagtsle the

other four responded tahe Facebook calFive of the interviewees gatientified as
White British orthostly White British/Europedpone as Black African ande as
BangladeshiThe intervieweesvere all UK based, aged between&%43 and

described themselves as having been sewing clothes for themselves for varying lengths
of time between three months and two years. During the interviews it became clear

that three of the female participants had made previous attempts at learningwo s
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clothes before embarking on their more recent learnatighome.A list of interviewees

can be found in Tabl2.

Interviews of 4060 minuteswere conducte® Yy f Ay S dzaAy 3 GKS LI NI A
platform (either Zoom or Teams). Theerviews weresemistructured, based around
aninterview schedule of eight initial questioisvale 1996jocusingon motivations

for learning to sew clothes, experiences of learning to sew, the resources used and any
future sewing plansThe interview schedule included follemp prompts that could be

used when wanted a participant to expand on a particular point or consider another
dimension of the questiofAppendix3). The semstructured nature of these

interviews also allowed me to pursue interesting but unanticipated tangents

introduced by participants in their initial responses.

Phase | interviews were transcribed, inductively coded and analysed (see Data Analysis
below) to producehe preliminary findingset outin Chapter5 andused to inform

Phases Il and Il of the resear&tor examplePhasd intervieweeglse ofpatternsand
resources at homéeo learntheir sewing skills, rather than, in the majority of cases
attending classesnformedthe design of the Phase Il research and ithiéal activities

| asked Phase pharticipantsto engage in and record’ hedesire not to waste

materials whicharose as &oncernfor intervieweesn Phase andpatrticipants in

Phasdl, informed the activityin the Phase Il workshop.

Phase Il

Following thePhase Interviews, a more substantive participatory phase of research

was conducted throughout 2021 with five new participants, recruited on the basis that

they werebeginners with no prior clothes sewing experience (see Participant

Recruitment below). Thmtention of this phasewvas to gain a more tdepth view of

the embodied material experiences of people learning to sew their own clothes at

home. Each Phase Il participant took part in an introductory-torene online

Workshop followed byhree periods of making activity (referred to, for ease of

reading, as Making Periods). In each Making Period, participactsded their making

experiences through written journals and short video clips, which were used to inform
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video elicitation/workshop encounters that took place at the end of each period (see
below). The experiences described by participants, the problems they encountered,
and the questions they asked framed the conversation that took place in these
encounters and informed decisions about what their next sewing activity would be.

The key aspects of this research approach are outlined in more detail below.

Participant recruitment

Participants were recruited via an open galblicisedon Instagram and Twitter on 26
January 2021 (see Apperdia-c). The calwasalso circulated by two nefor-profit
organisations; Zero Waste Leeds and Leeds Community Clothes Exchdnaged in
Leedsthe city in the north of Englandhere I live The call asked famolunteerswho

were over 1&ndinterested in making their own clothes but who had never made a
garment before Around100 expressions of interest were receiviedm potential
participantswithin 48 hoursAll those expressing interestere invited to sign up for a
no-obligation information session to find out more about the research. In total, 29
potential participants Z8 women and one man) attended one of four online sessions
which covered the purpose and format of the research and offered a chance to ask
guestions g$ee Session Outline in Appen8)x | made clear in these information
sessions that this was not a pedagogic project in which those taking part would be
taught to sew. While thosparticipating would be given an introductory workshop and
some support in getting started with sewinigyas seekingodzy RSN&E G YR 0 S3IA
experiences of learning sew clothes when they try to do so at home with the
resources available to them. | also made clear in these information sessions that
fashion sustainability was the context within which the research was taking place but

that an explicit interest in thee issues was not a prerequisite for taking part.

Of the 22 people who remained interested after attending an information session, a
group of five took part ifthase Il of the project in full. These five participants were
selected purposively to include a range of af@aun & Clarke 2013preference was
given to those most clearly indicating intrinsic motivations for wanting to learn to sew
clothes specifically, as opposed to a those with more general intiregtarning to

sew.During theprocess of recruiting the final five participants, three pexfacluding
79



Chapter 4 Methodology

the only male candidadewithdrew for a variety of reasonsefore completingethical
consent forms. As alternative participamre invited to join the project in their
stead, additionapriority was given to those living locaglihereby openingip the
possibility of an ifperson workshopater inthe project(see Phase IIIConsequently
the final group of participants were all based inamound LeedsAll were white
European women aged between da8d43and in this were typical of the

demographics ofhe wider interested group.
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Table2: List ofPhase | interviewees and Phaspditicipants

Phase | Interviewees Phase Il Participants

Five women and two meRAll based in the | Five sewing beginners. All women aged
UK, aged between 25 and 43, with 3 montt between 22 and 43, based in or around the
to 2 years sewing experience. city of Leeds.
Thandi Rasa
Elly Steph
Hope Wendy
Alison Jenny
Krish Sophie
Ad . .

am See Appendix 15afor more detail about
Rebecca these participants and their sewing activiti

Introductory workshops

On joining the project, each participant attended an introductory -box®ne online
workshop with me, conducted via Zoom. Prior to this, all participants had been offered
the loan of a sewing machine if they did not have one of their own and had been sent
an introductory guide to sewing resources in case they wanted to browse some of
these in advance of the workshop (Appen6@aj. In the introductory workshops |

ensured that participants could thread and safely operate a domestic sewing machine;
gave a briéintroduction to choosing sewing patterns and fabric; and provided
information about what they were being asked to do to record their sewing
experiences. Each workshop lasted between 1.5 and 2 hours and included plenty of
time for participants to ask quésns. Where it was helpful to demonstrate (e.g.
machine threading) or show closg details (e.g. of pattern envelopes) the Iriun
webcam app was used to enable screen sharing from a second (smartphone) camera
GKAE S 0O2y i Atg-dizh O 3@igulH.tFédwingtBe introductory

workshop, each participant was sent a written guide recappmge ofthe

information covered (Appendigb) and two brief guides setting out the kind of journal
entries and video clips they were being asked to record (Appéfad&7b). Having
discussed basic sewing kit during the introductory workshop, any items participants

did not already have were also provided (Apper8JixThe offer to borrow a sewing
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YI OKAYS 0S®3d AT | LI NIGAOALN yioddir 26y YI O

learning experiencderemained open throughout the project.

Figure4 - Hand cam video stitif my handsR dzN& y 3 intis8ugtgfyev@rkshop

Making periods & sewing activities

Over the course of the projegbarticipants engaged in three Making Periods. In the

First Making Perio¢based on the experiences of interviewees in Phadhise Il

LI NOHAOALIl yia ¢SNB FalSR 2 GNEB YIF1Ay3 |
Guidance on choosing patterns and fabric had been provided during the Introductory
Workshop. | had suggested to each participant that they select a patteian for

relatively loosefitting style that could be made from a mueight, nonstretch fabric

and did not involve too many detaits fastenings. Each participant had access to a
small budget for the reimbursement of pattern and fabric costs and if they asked for
further advice when choosing between patterns, | also provided this. | agreed the
sewing activities to be undertaken in sdguent Making Periods with participants
AYRADGARdAzZL f t @ ¢KSAS aSgAay3ad OGAGAGASE 6S
preferences, and experiences during the previous Making Period. Sewing activities
undertaken during the second aridird Makirg Period included further garment

making (e.g. making a different type of garment or using a different type of
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instruction), working on a specific technique (e.g. pattern adjustment or zip insertion)
or a short exercise intended to focus in on an aspect of the sewing experience
discussed in the interview at the end of the previous Making Period. Across the project
participants engaged with a variety of patternsskitstruction types and short sewing

exercises.

Sewing journals

| asked the participants taecord information irtheir journal ona weekly basis, or

each time they did some sewing if this was less often. Journal entries were based
around five questions introduced tonit the time committed to this element of the
research and guide the information and reflections they were being asked to record
(Table3). | gave participants the choice of digital or paper foreuad suggested that
journals could include images as well as words if participants found this helpful (see
guide at Appendixa). The participants shared their journal entries with me in advance
of each interview. Where participants chose to write journals on paper, pages were
photographed and shared with me via WhatsApp. Where journals were digital these

were emailed to mgFigure 5)

Table3: Guided journal content framed around five questions

Guided journal questions

What am doing?

How am | approaching it?

How is it going?

How do | feel about the outcome?

What do | plan to do next?

The purpose of the journals wélsreefold. Firstly by providinginsight intothe
LJ- NI A Géwintjagfivit@she decisions they were making and their feelings about
what they were doingthe journal entrieshelped meto preparefor my nextencounter
with each participan{see Videdicitation/WorkshopEncounters below). Secondly
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the journal entrieprovided data tariangulate withother souces.Thirdly, journal

writingLINE A RSR | @SKAOf S F2NJ GKS LI NIAOALN Y
in the process of learningarticularly in relation to creative practicéSchon 1987

Wood 20®). As journal entriesormed only a small part of the data being collected, it

felt important to minimise the burden that writing imposed. This prompted the

decision to be flexible on format and timing and to provide a guide for journal content.

The guidance givenandthelatg@d S 2 F W22dz2Ny £ Q NI} G KSNJ (KI
response to questions asked during the information sessions for potential participants,

g KAOK &adZa3Sa0G§SR |y dzy Rbdedddrifegsidnal/ad opposed WRA |

to the kinds of focused reflection that was intended for this research.
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Figure5 - Sample journal entries. Rasa during First Making Period (left). Wendy during Second Making
Period (top right). Sophie during Third Making Period (bottom right).

Video clips

During each Making Period, | asked participants to film three short video clips
(maximum 5 minutes per clip) showing what they were doing at different stages of
their sewing activity. In th&irst Making Periodvhere participants were attempting to
make a basic garment, | asked them to record themselves at the cutting out,
construction and finishing stages. Participants were asked to capture what they were

doing as they were doing it in the style of-tiy-the-wall footage rather than
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performed or narrated content (see guide at Append. The choice of which
aspects of the sewing activity were to be recorded during each subsequent Making
Period were agreed individually with each participant as the project proceeklethe

participants were offered a phone clamp if they neeane to help with filming on

their smartphonegFigure 6)

Figure6 - Sills from =lf-recordedvideo clips, (a) Jenny finishing Bfamashorts (b) Steph cutting out
KSNJ W/ f S &&d)Baphiecdtiiddddand sewingK S NJ W{ (i S@RaSarafitnyBed wirap
top onto sheet fabric.
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The request for participants to produce video clips was introduced as a way to gain

insight into their handsn, material experience of sewing as it occurred. These clips

were a substitute for thénsightintod 2 Y S 2 y S Q& thatkvbifl Né\gSinedIs/

looking over their shoulder or making with them in a communal space. Although

digitally mediated, rather than materially present, these videos provided sight of

LI NGAOALI yiaQ SELISNASYyOSa Ay |O0liA2yd ¢KS

conversaion in subsequent elicitation interviews took place.

Video elicitation/workshop encounters

Oneto2y S 2yfAYS WSt AOAGLI GA 2 yparlicipanSalidereSds &4 Q &
of eachMaking Periodl viewed the journal entries and video clips that participants

had sent aheadf eachsession. Thisnabledme to see what hatteendone andhow

the making activitiebad beenexperiencedandunderstood(or sometimes

misunderstood by participants along the wayournals and videos also helped identify
aspects of practicewould want to ask questions about and to grmpt some of the
guestionsthat participants might raiselhe journals gave me insight into how

participants felt about the sewing they hadmk, which helpedet the right tone for

the conversation

Each of these sessions followed a similar format centred around the video elicitation
LINEPOSada Ay 6KAOK ¢S ¢ -8haredSieo dligsSogdtierNséer O A LJI
Table4 below). | asked participants to talk through the experiences shown in these
clips, including what they were doing with their hands and any decisions they were
making along the way. The videos acted as prompts for participants to talk about their
sewing exprience and as a focpbint for supplementary questiorthat arose

Although initially framed as video elicitatiol® y (i S Nids& 165D 2 hour sessions
developed taoinclude discussigrand in some caseshortdemonstratiors by me of

aspects of sewing practice that participants weeeking to understandis the

approach evolvethrough practice, | came to think of the sessions as video
elicitation/workshop encounterg or VIEW encounters for shogtcombining the video
elicitation process with a more responsive approach akin to that of -greison

workshop where the conveation responds to the doing of the activity in practice (see
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Research in Practice below). As in the Introductory Workshops, | used a second
(smartphone) camera in these encounters where necessary to showwaodetail or

active hands in demonstratiofas in Figured & 26).

Table4: Format for VIEW Encounters

VIEW EncounteFormat

Recap- Participant reflecs on their sewing experience to date and how it has gqne
supplementary questions/discussion may follow as in a ssractured interview

Elicitation- Participant asked to talk through the experience shown in their video clips
which are screefshared, played and paused to facilitate reflections and discussion

Q&A - Participants given chance to ask any sewiglgted questions they might have
conversations, illustrations or short demonstrations may follow using webcam

Next steps- Participant and researcher discuss what the next making activity wall be
these may include trying a new garment style, pattern or instruction format or other sk
making exercissNB A LI2 Y RAY 3 (G2 LI NGAOALI yiQa Ayl

Communication & Interaction

Arrangements fotthe Introductory Workshops and VIEW encounters were made via
emalil. A closed WhatsAppreadwas set up with each individual participant to
facilitate sharing of journal content and imagegh me. Conversations relating to the
choice of activity for the second afithird Making Periasl(where this was not decided
during the VIEW encounter) were conducted either via email or WhatsApp. The
WhatsApp chat was alssedwhere participants had questions about the research or
sewing concerns thewere unableto resolvewith the resources available to them.
During the introductory workshqgpparticipants were offered the opportunity to join a
group WhatsApp for participants in the project. All joined the grouipere
introductions and some intermittent sharing attivities, resources and outcomes
took place. This$VhatsAppgrouprepresentedthe only limited social interactiothat
occurredbetween participants during Phase Il of the projé¢either the individual

WhatsApp chats or the exchanges in the group WhatsApp were used as research data
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However, referenceto one or other of thes¢hreads of conversatiowere

occasionallynadeduring theViEWencountess, as reflected in the transcripts.

Phase Il
Workshop

A groupworkshop, which I ran on 20March 2022 in a workshop/café space in north
Leeds, brought participants togethéor the first time. This iaperson eveninvolved
shared handsn encounters with sewing practices and resources, facilitated
conversation between participantand introduced dimited social aspect to the
learning experience and to the resear¢thT 4 SNJ Ay i NP RdzOG A2y a YR
main workshop activity introduced a range of ways to lefver materials generated
in the process ollearning to sewThis activity responded to one of the themes
identified from the researchthe desire to avoidvastng time, money or materialsihe
participantsall chose to make different versions of pattern weighising leftover
materials from their earlier sewing activitieshile we talked about their experiences
and some of the potential research them@sgure 7) A range of sewing resources

(patterns and books) were available in the workshop space for participants to browse

if they wished.

Figure7 - Pattern weight madeby Rasdrom fabric offcutsduring Phase IIl workshop
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Followup interviews

Short (3640 minute) followup interviews were conducted in July 2022, four months
after the workshop and around eighteen months after participants had first engaged
with the project. These interviews, based on a seimiictured interview schedule
(Appendix9), sought participants' reflections on what they had learnt and what, if any,
difference it had made to their views of sewing or their ongoing relationship with
clothes. The interviews also helped to establish whether participants had continued
sewing eyond the timeframe of the project and/or whether they had any plans to

continue to do so.

4.6 Research timeline

The research was conducted betwegpring2020 and the summer of 202®lany
aspecs of everyday life were disrupteduring this time due to th&ovid19 pandemic
(see Table 5 below). Some form of restrictions were in plaéglandrom March
2020 to January 202 cludingthree national lockdows. As well as shaping the
methods used in this research, Coigl also impacted on the lives of research
participants and the timing of the researphases While some participants had more
time on their hands due to furlough at the outset of the project, others experienced
increased pressuresd work and family lifeluring this periodThe circumstances of
the pandemic undoubtedly generated more interest in amateur clothes sewing and
very likely boosted the number of potential participants in Phases | and Il of the
LINE2SOG®d / KFEy3IAy3d OANDdzYaidl yOSaiPhasgll AYRA G,
stretched over a 10nonth period rather than the % months initiallyroposed Covid
19 infection rates in the spring of 2022 also reduced participation in the Phase Il
workshop from five to threeas two participants were sei$olating. There are a
number of places in the data where tlesgcumstances of Cowitld are referred to
directly (e.g. having more time, shops being shut, working from home, returning to
work). Forall thesereasonsCovidrestrictions are included fatontextin the research
timeline below Avisual representation of ik researchtimeline can be founah

Appendix 10
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Table5: Research timing and local Covid context

Researchactivity/timing Covid Context

As first national lockdown way
ending with restrictions still in
place

Phase ISemistructured interviews
22 June? July 2020

Phase IIParticipant recruitment & introductory workshops

. Duringthird national lockdown
26 Januanr?20 April 2021

As third national lockdown
was ending with restrictions
still in place

Phase IIParticipatory research & VIEW encounters
2 April 202110 January 2022

Shortly after sociallistancing

Phase lllin-person workshop . -
and mask wearing restrictions

20 March 2022

end.
Phase llIFollowup interviews 6 months after all restrictions
25-29 July 2022 end.

4.7 Data analysis

This section provides a summary of the research data and approach to data analysis.

The mode of data analysis throughout this research is interpretative, such that that

LI NOAOALNI yiaQ AYGSNIINBGIFGA2Yya 2F GKSANI S|
interpretation of those experiences both play a part. Through the process of

transcription, inductive coding arahalysis described belowwas ablego build a story

FNRY GKS RFEGF GKFG Aa 020K NB TresbdgilidS 2 7F

relation to the research questions outlined above.
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Semi-structured interviews

T e aa we w T

Research topic ]4—{ topic ]4—»‘ topic ’4—» topic q—p[ topic ]4—» topic
Phase
|
Sewing
experiences
( Introductory Workshops J
Three
Making Periods
Journals Video clips
Research
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1] [ cut ] [construct] [ finish ]
VIiEW Encounters
v
Transcription
e l ™
Coding
&
Thematic Analysis
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b
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Figure8 - Detailed illustration of threeesearchPhases.
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Data

The data in this study are a combination of audio, video, text and digital images (see
Table6).

Table6: Forms ofdata collectedacrosshree researchPhases

Research Phase Research data
Phase | Full interview transcripts
Phase Il ¢SEG FYR AYF3AS FAES& 2F LI NI A

tF NIAOALN yiaQ @ARS2 Of ALl 27

Full VIEW encounter transcripts

Images and URLs of sewing resources usedftigipants and share

with me

tFNIAOALN yiiaQ LIK23G23INI LIK& 27F

Phase Il Partial workshop transcript

Photographs taken during the workshop

Partial interview transcripts

These various forms of data have all contributed to the analysis described below.
Quotes,journalextracts, photographs and video stills from this data are used

throughout the thesis to help articulate and illustrate the findings.

Sequence of analysis

Data from the three phases of the research were analysed separately. | used my
analysis of data from each phase of the research to inform each subsequent phase.
The VIEW encounter transcripgt®m Phase Il were treated as the primary data
sources from which to develop the analysis of the project as a whole. Once | had
developed a meaningful set of themes from the Phas@liiscripts(see Theratic
Analysiselow)| returned to the other data sources to triangulate the research
findings. For example, particl y 1 & Q 2 2 dzNJ/ I¢fwhich haf BeendizeR &2
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WNE Ff SO0 AT0SIdokt HIPEF 45D iR HBY EINI (A y@EITRS A OS
489) during the VIEW encounterswere revisited following the development

themes from the transcripts of those encounters.

Data transcription

Phase | interviews and Phase Il VIEW encounters were transcribed in full to ensure that
guotes were seen in context when analysing the data. | transcribed the data myself to
aid data%amiliarisatiorQidentified byBraunandClarle as one o§ix recursive phases

of reflexivethematicanalysig2021: 39). Phasd interviews were transcribed directly in
NVivo from audio recordings. Transcripts from Phase Il VIEW encewsdss

produced by lineby-line editingof auto-transcrbed textwhichwasthen uploacdkd to

NVivo before coding. This lidmy-line editing was done while replaying the video
recordings of the VIEW encounters so that gestures, expressions anitigwcontent
being discussed could be seand so aid comprehension of meaniripr pragmatic
reasons of timethe Phase IlIl workshop and follewp interviews were transcribed

only partially where their content added to existing findings or flagged up something
previously unor underexplored. These partial transcripts were mageediting

relevant mssages of auttranscribed text.

Data coding

Transcriptions from Phaseniterviews andPhase IVIEW encounters were inductively
codedcWg 2 NipX NBA Y { B&unRihdiClaRe 2013) ¢ using NVivo software.

NVivo was selected for pragmatigasons as | had botlaccess to the software arah-
handsupportfor learning to use itThe approach to codingwagO2 Y LI SGSQ | &
G2 wasStSOUlABSQ AanythingandeveiytBingainteréstor A RSY G A F &
NEf SOl yO0SQ G2 | yagS NBrailandQ@ark&BDERBSongldd 1) dzS & |
emphasis) New codes were creataslherever the existing codes did not provide a

place for transcript contenin response tahelj dzZSa G A2y WgKI G A& 0SA
hereXQd [/ 2y GSydG 61 & FTNBIdzSy Gt ekeptioestiidngS R (0 2
the codingprocesgo capture coding issues that might need to be reviewsat

exampleone notequestioredg KSG KSNJ 6 KS O2RSa Wi SIHNyAy3
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YR SNNENID ¢ SNEB ;thel Berexifferedit as2thelorRdr daguBed S v
reflections on what had been learnt through doing sohiegy and the lattereferred

to a proces®bserved orembarked uponDuring the coding proceddried tocapture

divergent experiences as well as common experiences amongst the research

LI NOAOALN Yyiadd ¢CKARLSORTAD D2RS aQLINOKRI NS X di

stage.

After codingeach transcript W i A R &h® Bvoldriglist of codeither spliting codes

(if content amassing under a single cajgpeared to group more than one thipgr

mergng (if the content under two codes appeared too simil@uring the coding

process | clustered codes under broader headings (e.g. all codes relating to emotions)
initially for ease of reference. Theggoupingswere also periodically reviewed as the

coding process continued. For example, when coding Phase | interview transcripts
O2RS&a NBflGAYy3a G2 SldALISYl FYyR FIONRO 4
al i SNAFfaQod ''a (KS ydzechsdsing2sburodg RSa NBf | .
understanding increased  WC I 0 NJ cluteria i€ OwnYight, with a number of

codeswithin it (see Appendid1for Phase tlata coding)

Thematic analysis

In Phases$ and llof the researchclusteredcodeswere reviewedand reorganised
througha reflexiveprocesanitially informed by Braun and Clark&021, 2022) Braun

and Clarke describe theipproach toreflexivethematic analysis as involving

Six¢ recursiveg phases affamiliarisation; codinggenerating initial themes
reviewing and developing themefining, defining and naming themes; and
writing up. (Braun & Clarke 2020: 39)

Thisdiffers from otherapproactesto coding anddata analysig such a3 O 2 RA y 3
NBfAFOATAGE | LILINE I OK Sgwhichidghtly cdies2amdS 6 22 1 I LJI
conceptualisedhemesearlier in the procesébid.). InBraunand Clarke @pproach
WiKSYSa ol KdrécodBsSapdcbrzdpiSaRsed as patterns of shared
meaningunderpinned by a central organising conc@pt 6 H norgnal enoptasis In
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this approach coding notunderstoodl a prbces¥ofdentifyingevidence for

themeQ ol & Ay RIGF NBf Al chdtforimagtheldédeliipBg OK S a 0
analysi© ol a Ay O2 R Slosgead]thrdudlihdkeBursiDekpSéess outlined

above, themeare developedrom the interpretation of the coded datébid.). My
interpretationof Brawy | Y R feflexividp@Ba@ch is thatthrough the six

recursive phases of thematic analyslata(like theory)is used tahink with andthat

patterns of meaningdentified through that thinkingpecome the conceptualised

themes

When working with the Phase | interview datey codingand review process resulted

in ten groups of clusteredodes (see Tabl®. Theseclustered codesesemblewhat

Braunand Clarle would consider to beopicsrather than themes (20B, 2022).
Unsurprisingly seven of thegroupingsrelated closelyto the topic of the questions

asked in the interviewd ¢ ¢ 2 F dzNJ RSSS\E) AyNEREdzLBACY2 k(0 NERSOAOR v 3
emerged through the process of codingssubjectsthat frequentlyarosewithin the
interviews. The final groupingStand aloned 2 R, Sait&ins fivecodesg Covid19 &

Lockdown Equipment Men sewingReady to wearandStyle¢ capturingsubjectsfor

which therewas coded dat#hat did not fit within any othergrouping | did not further
refinethe Phase | analysis to develdbemedln the way that Braun and Clarke use

that term (2021, 2022).Insteadthe analysis of th&hase | data was used to inform the
design of the Phasedhd Il researcho triangulate with later findings, angrovide

the largelyWRcSIA LIJGA @S Ty f28aA&Q 6. NFdzy 9 /gt NJ S
introducingcontemporary experiences of learning to sew andisgtthe scene for the

later thematicchapters(Chapterss-8).

In Phase II, where there was a much greater quantityisifal andextual data tobase
my analysis onl engaged more fully in the processrefziewing andeorganising the
RFEGF Ay &S| NReny2FQ wiLsthEcodddiéiiesDAs | reviewed and
considered the content of my codésaw many different ways in which they could be
grouped and interpreted! started out trying to keep track of the evolving structure |
was creating for theodeddata. Howeverjt soonbecameclear thatl was not going to

arrive at a single neat structure ftire datain the same way | hath Phase.lHaving
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become very familiar with the data through the processrahscribing codng,

reading, ordeling and reorganisgaspects oft, | found it helpfulto step backand

think aboutit againmore asa whole askng myselftwo questionsc W ¢ K |

GSttAy3a I'YJSR | Wsateiasiingabout thagiven the literature and framing

Aa

of this projecPQIlgotted down some evocative descriptions thehmediatecame to

mind and added observations and notes | had made during the procgsedring

for and engaging ithe Phase Il VIEW encountefie key to identifying the themes

explored in Chapters-8turned out to be acombined approaclof working from the

grouped data andvith this list of thoughts andbservationgsee Tabl&).

Table7: Theme developmenthrough coding familiarisationand interpretation

Phase |: Code groups

Context and prior experience
Learning process
Limitation & impacts
Motivations & Rewards
Offline (advice/info/inspiration)
Online (advice/info/inspiration)
Patterns & instructions
Feelings about sewing
Fabric
Standalone codes

- Covid 19

- Equipment

- Men sewing

- Ready to wear

- Style

A more detailed breakdown of
Phase | codes can be found in
Appendix 11.

On returning to thecodeddatal looked closely at the codes grouped under the topic

Phase Ik Initial code
groups

Learning process
Information & instruction
Emotions

Fitandpattern adjustment
Social connection
Relationships with clothes
Skills

Techniques

Tools

Materials

Time, Space, Money
Testing, mending, altering

Phase Ik Evocative
descriptions, notesand,
observations

Myriad online content
Weird jigsaw pieces
Guiding emotions
Visualisation
3-dimensionality

Wearable clothes
Non-conforming bodies

Unfamiliar languageskillsand

techniques
Personal style
'Making as connecting'

Unfamiliar tools
Intransigent machines
Wilful materials

Other material facts (time, space

money)
Handy objects

KA 3

2T WS Y 25] AuS/voriaia\éBEyhad®o be both interesting and relatively easy to

FaONRAOGS |

S E LIS NJAglysih& thedlata captured under thisS Y 2 than2eyws able to

identify that positive emotionsappeared to grou@roundthe learning of new skills
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and the making of wearable clothemnd negative emotiontended togroup around

having to make decisions from a position of uncertamtgrapplewith (often

material) aspects of sewirgutsiR S LI NI AOA LI yiaQ AYYSRALIFGS
knowledge skill or circumstance)hese observationgave me twdurther WOl Y RA R (i &
GKSYSaQ 6. NI dzy oWg $ I WD SA 1 imd Whide ykRthel Y I ( S NI
WS Y2 (A2 aeoappéaedtitwith the Phase | findings and my rough list of

thoughts and observationsthenconsideedW @ S N> 6 A £ A ( & @hretayopR WY |
to the literature tocheck thatl KS& g2 dzf R 0 S cWesthenésithatt S G KSY
would beinteresting and writable withinhe context of a thesigiven the already

grouped dataHavingestablished? 3 S NI 6 A f A (i & @ bé wfifablethaftesi S NA | f
was able to reorder some of the Phase lladi shapewhat would be written about

under eacttheme. So, for example, data coded for various sewing techniques that the
participants had encounterechoved under the wearability theme as they linked to
assessments of garment wearabili§imilarlydata coded for time, space and money

could be moved under the materiality thenbecause thesenfluencedwhen, where,

how and with what materialghe participants workedTogetherthe three themes
WSY20A2yQ WgSI NI ooverldpid &I0a compdlingistonpbioE NA | £ A G &

experiences of learning to sew the contemporary UK context

4 .8 Ethics

Bhicshave beerunderstoodin this researctio includeboth compliance wittthe
formal ethics processes of the academic institution (in this case Nottingham Trent
University) and active consideration ‘@thics in practic&hroughout the project (Kara

2018 Guillemin& Gillam2004).

Formal ethics process

A favourable ethics opiniowas sought from thért, Architecture, Design and

Humanities Researchhics Committee at Nottingham Trent University prior to each
phase of the research. Participant information sheets, consent and image release
forms were signed by participants at the outset of each of the three phases of research
outlined above gee Appendiced?2, 13 & 14). Each participant information sheet aam

to give the participant a clear picture of the reseacdmcluding the purpose of the
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research and how it will be conducted, the data that will be collected and how that
information will be stored and useglin a form that is easilynderstood The informed
consent ofthe research participants and tivefreedom to withdraw from the study
without explanation are key componeswf ethical research practice encapsulated in
these documentsln the consent forms$or Phases Il & Illoffered theparticipantsthe
choicebeingnamed or anonynsedin the stored data and the reporting of the
researt. This meant they had the option to wecognisedand credited for their
contributionif they wished. Most of the participants chose to be namiétbse who

chose to be anonymised were ascribed a pseudonym.

Ethics in practice

Theparticipant information and consent forms provided a baseline from which the
research was conducted. | reconfirmed some aspects of consent with participants as
the project unfolded. For example, participamtere asked if they are happy for
recording to take place at the start of each interview, workshop or online encounter.

2 KSNBE OANDdzvaidl yoSa RStlFe@SR 2N Ayl SNNHzLIG !
project, they were reminded of their freedom to withdraw shottey want or need

to. At the end of Phse I] all participants were reminded of the anonymity preferences
they had expressed at the beginning of the project and given a chance to revise those
if they wished to in light of what they had shared. During Phase Il participants were
also given the chande review and comment on the summary profiles written for

them (see Appendixl5ae). When it became apparent that Phase Il of the project

would need more time than had originally been proposed, a formal extensitreof

favourableethicalopinionfor the work was sought and received.

TheStitching Together Good Practice Guideliioegparticipatory textile projects

(Twigger Holroyd & Shercliff 202@gre used to think through practical research ethics
for different stages of the project, from participant recruitment to aftercare. A broad
set of values, including clarity, timeliness and flexibility, guided the management of the
project. These values demdnated respect for participants and helped to make
participation as convenient and enjoyable as it could be. Inclusivity was considere

when, for example, thinking through the equipment and resources the project would
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provide, including essential sewing tools and machines if needed, a materials budget,

and travel expenses and lunch for those attending thpenson workshopThe design

of the research meant thairhe, space and access to a smartphone were prerequisites

for participation,and thiswill have prohibited the involvement of some potential

participants. The project was conducted with sensitivity to the fact that the research,
including interviews, introductory workshops and VIEW encounters were, although
digitt f f @ YSRAIFGSRX GF1Ay3 LXIFOS gAGKAY LI NI
encouraged to join these calls from the place where they would normally do their

sewing and to ensure, when making video clips, that there was nothing in shot that

they were notcomfortable sharing.

Reflexivity on the part of the researcher is essential in interpretative qualitative

(Markham 2017), ethnographic and participatory research, which centres around
AYUSNI OGA2ya 0SG6SSYy WSYO2RASR FyR SYLX I
AaKIFNBR @RD1% BN A keftedive approach is important to contextualise the
NBEaSINOK FAYRAYy3IaEA FyR I O02dzyd F2NJ 0KS NE:
end, reflexivity in research practice involves consideration of the situated self both in
relation to the subject matter of the research and the research participants. The

former requires sefawareness of the values and biases one brings to the research
FTNRY 2ySQ4&8 26y SELSNASYOSd® ¢KS fFGGSNI NBI
and privilege betwen researcher and participant (Kara 2018, Pillow 2003). | have

made aneffort to account for both these dimensions by being transparent and mindful

in the way the research is conductddave sought to situate myself in the

introduction to this thesis anth the methodological outline abovehaveadopted a

reflexive approachhroughout the research to guide decisions made during the

project, to inform my reflections on the research process (see below), and also,

importantly, in writing the findings (Woodward 2020: 161).

4.9Research in practice

The previous sections of this chapter have set out the research approach and methods

used in the three phases of the project, the mode of data analysis, and the

understanding of ethics employed. This section provides a reflexive account of some of
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the issues arising from the research in practice as they relate to the methodological

and ethical approach outlined above.

Participantgenerated data

The requestor participantsto recordtheir sewing experiences video clipsas well as
journalsundoubtedly introducedan additionalcomplicationto the already complex

task of learning to sew clothes. After quickly overcoming some initial nerves, this was a
challengethat the participants mostly handled extremely weilexibility, about the

format of journals and exactly what was to be recorded in video clips, had been

written into the guidance given to participants at the outset of the project (Appsasli

7a, 7b). This flexibility was intended to minimise the burden on participants and make

it easier for peopléo fit their participation intotheir everyday livedndividual
preferenceslife circumstances and the domestic settings within which particigants
sewingactivitiestook place alhad somampact on what was recorde€onsequently,

there were variations in théype and amount of dataaptured by different

participantsand by individual participants over timeicross the three datalements
(journal, videcclips and VIEVEncountertranscripts) over thredaking Periodsa rich
picture ofeactd SAA Y Y SNNE& SELISNASYyOS 2FHurral§ | Ny Ay 3
provide neafreattime reflections on participanfsewing experiencewvideo clips

provide a reatime view of these embodied experiences in practived the VIEW
encounters provide insight into how these sewing activities were experienced and
understood. Following the VIEW encountgparticipants also generously shared links

to the online resources they had used to inform their sewing practisschprovided

a valuable additional source of data.

Coproduced data

Thestructurefor what became thé/iEW encounters included four elemengsrecap
by participants, the video elicitatio A y (i S &Idpp&rtaniy for questions and
answers, ana discussion of nexdteps (Tabld). Within this structure thevideo
elicitation (in whichthe LJ- NJi A OA LJI y wiefe&cregrshar8dand @dtchddivith

them while they talked about their sewing experienpess intendedasthe primary
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activity. In practice, it proved difficult to keep the elements of the conversai®n
separateas the fourpart outline might suggest. Wie the video elicitation process
remained the focal pointthe conversatiornn these encounters became more fluid and
dialogic(Cooke 2022)articipants§ielling oftheir sewing experiences and their
guestions about sewing were often intertwinedr8e participants were more
spontaneous and forthcoming during the video elicitation process than others.
Sometimes it helped if | ierated the things that | was interested in hearing about
(e.g. what they were doing with their hands or the decisions they were making) or
NBYAYRSR LJ NI A OA LI y (i sontheit experiéhéeBiun@ ke Wi K !
2013 95). Sometimes | would ask questions about what a participas doing in a
video clip in order to start them talking\t other times | wouldlo soto try andsee

gKIFEG 0KSe ¢oSNBE R2AYy3 06SOGGSNI WIikKNRdIZAK GKS.

These questions arithe participant€Xecounting of the experiences shown in the

video clips brought to light what hdsken experienced and understood, but also what
had been misunderstood along the way. My awareness of this presented an ethical
dilemma about when, whether and how to address such misunderstandiags of

the aim of the research was tinderstandthe experiences of people learning to sew
clothes for themselves at home and the resources they use to do so. Participants were
aware from the otset that my role was that afesearcher (interested in their sewing
experiences from a design and sustainability perspectivat)teacher.Yetthey were

also aware that | had more experience of sewing than they did. | emphasised from the
start thatthe success of the study did not rely on the qualityhair sewingand that |

was interestedn whatever they were doing to trp constructthe garments they had

set out to make However, in the intensity of the oA®-one online encountec still a
relatively unfamiliar mode of communication at the outset of the projedtwas

important that in asking participants to relay their experience of sewing they were not

made to feetheywereo SAy 3 2dzRISR 2NJ 20 KSNBAaAS wasSi

Where it became apparent that participants had misunderstaadaspect of
something they were trying teewor why somethinghey were doinchad not
worked, my approach irresponse was empathi@raun & Clarke 2013, Pink 215,
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Kouprie & Sleeswijk Visser 2008pnsistenwith the feminist framing of this research

project as a wholgbyadoptingthe stance ofan empathicinsider(rather thanthat of

anoutside observerl was able tarawon my own experience of once having also

been a sewing beginnéo encourageparticipants in their sewing endeavours and

facilitate anongoing conversation about their experiences of learning to $ewoing

this | aimed to replicate the kind of dynamic thratght occur more naturally in an in

person workshopwhere a participanQ guestions andhe NS & ST NOKSNX FI OA f ;
observations occur in the process of the activity being undertaken in real ticaené

to think of this as a quasvorkshop approachhence reconceptualisirtpe elicitation

WY GSNIDASsaAaQ a GARS2 St A OKdoke®O22)y k 62 NJ| 4 K2

This shift to a more dialogic approach made my role in the encounters a complex one

to navigate as | alternated between the position of researcher/designer aiming to elicit
GKS LI NIAOALIYGEAQ SELSNASYOSa yR GKFG 2
trying to support and encourage participants in their attempts to learn to sew (Figure
9,Cooke202a ® ¢KS ol flyOS 06SG6SSy GKS NBaSI NDOF
roles¢ shifting between modes dflicitation, motivation, empathy and knowledge
shainggg - a | GNARO1 & 2yS (G2 AGNR]1S (Copke 2y S L
2022) However, | believe this more dialogic approach, which allowed conversation to

flow more naturally andor the elicitation process as a whole ¢ontinue as an

SEOKI y3Ss 4+a GKS NRIKG 2yS G2 GF1Sod L ¢4
that is flexible to individual circumstances (Kara 2018: 35) and appropriate to the

reciprocal nature of participatory research (Twigger Holroyd & Shercliff 2020).
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ELICITATION

Researcher/
Designer
(interviewing)

Facilitator/
‘Mentor’

(supporting)

AT
Responding
——7

MOTIVATION

Figure9 - Diagram of dynamics of VIEW encounter (researcher role)

Project cedesign

The remote methods adopted for this research, initially as a substitute for a workshop
based methodology, allowed participafsewing practices to be seen in situ (i.e.

within the home). The onéo-one nature of the VIEW encounters in Phase Il precluded

the more social aspects of learning that ettemany workshop are designed to

facilitate,and amplified the presence of the researcher to some ex(elatrrison &

Ogden 202Q)However, meeting with participants ofte-one also enabled the project

to follow multiplepatns 6 8 SR 2y LI NOAOA LI yiaQ AYyRAGAR
Theparticipants, having been select@dpartfor their intrinsic motivations for

wanting to learn to sew, all had ideas about what they wanted to do next. As the aim

of the project was t@xamine andlrawinsightfromd S3IA Y Y SNE Q SELISNA Sy
f SFNYyAy3 G2 aS¢g Oft2G6KSa |4 K2Yswm AdG YIRS
instincts about the direction they wanted to take and the resources they wanted to

use.
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Some negotiation took place to ensutee participant€suggested activities involved
them doing something different to what they had done before or added to the range
of activities and resources encountered in the project as a whalkso offered advice
(not always heeded) to try to ensure the chosen making activities stayed within

0 S3IA Y Y S NBreequedlp, mikibthe sewing activities undertaken made use of
pre-existing patterns and resource®n a few occasions | introduced alternative
sewing ativities designedo focus onaLJ- NIi A Odzt I NJ | aLISOG 2F |
(e.g. machine control and fabric handling or the visualisation of translationstixom

to three dimensionysthat had ariseruringa VIEW encounterThese activities took

the form of short sewing tasks undertakenaddition to,rather thaninstead of,

ongoing garment making activities this way, the prticipant<preferences guide

the activitiesundertakenin the Second andThird Making Periaslduring Phase.lAs a
result, participants became both thesH-directed learners at the heart of the study

and partial co-designers of the studiself.

Interpretation of findings in relation to sustainability

Participants were aware of the sustainability focus of the researcladusiet out above
(see Participant Recruitmerdn interest insustainabilitywas not a requirement for
taking part nor was sustainability an explicit consideration in the choice of materials
or activities undertaken in Phase Il. The decision not to foreground sustainability in
selection ofparticipantor the choiceof activitywastakento ensure the study focused
on the experiences of beginner sewists and not on what beginneissevlt they
Whould R 2 A yHe sublanSH@Susainabilithad not beerexplicitly

mentioned in the call for participantslowever, he routes via which the call was
circulatedmayhave increased the likelihood of attracting participants with some
interest or awareness of sustainability issuAsy such interest or awarenesgy or
may nothavef OG0 2 NS R A Yy LI NI A Cskwdt theactiitiesRh8yE A NB &
chose to engage imheinterpretation of research findings in relatida sustainability

issues is thereforerimarily mine.
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Participant€experiences of the research

All the participants in this study made wearable garments in the course of the project.
It took patience, determination, courage and creativity to bring these completed
garments into being and participants were generous in sharing the highs and lows of
their experiencesThe mrticipants mostly took well to recording their sewing

activities, although Rasa and Wendy both reflected that the filming aspect had made
sewing a bit more fiddly or daunting at the outset. Steph preferred to record more on
film and kss in writing. Jenny wrote more than she recorded in film clips. The other
three participants (Rasa, Wendy and Sophie) recorded in written journals and on video
more or less as | had requested in the introductory workshop and guides provided

(Appendces7a, 7b).

Rasa and Wendy both said thisund the structure of the research projet be a

helpful additional motivation tsew. For other participants being involved in the

project may have added pressure that was less helgarniny had the most difficulty

finding time for sewing alongside the demands of her working life and had not been

able to do any sewing in thehird Making PeriodSteph, a selémployed hairdresser

who felt she always learnt best through being shown how to do things, found it

daunting to try to learn sewing for herself from a combination of pattern instructions

and the online content available to her. She had asoried early on about whether

she would be able to fit the project activities into a busy work and family life, but still
NEFft SOGSR Id GKS SyR 2F GKS LINRB2SOG GKI G

participate(seeSection 8.3

4.10 Methods onclusion

The remote methods used in this study were initially chosen as a substitute for
workshopbased methods. The use of journals and video elghsevedd#s near

LINB&ASyd la LlaaiofsSQ AyairdkKid Ayd2 GKS SE
enabledLdr NI AOA LI yiaQ aSs6Ay3a LINIF OGAOSmichji2 0S5
when @mbinedwith the VIEW encountergiave presence to materials and

materialities of learning to sew clothes at home. As the approach evolved over the

course of the project, tb use of combined journaling and video elicitation methods
10E
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proved effective in elucidating contemporasgwingpractices, whichare often

themselvegartly digitally mediated.

This researclgenerates insight intothe messy, hybrid (omand offline) experiences of
peoplelearning to sew clothes at homesingpre-existing resourceshe methods
usedgavethe research participants a role in shaping the stugly making practices
undertaken within the home visibJéhe research opens these practices ugudher
examination In doing so, e researcloffersinsighs relatingto the design (or
otherwisée of contemporary sewingesourcesthe positionng ofhomesewing as a
sustainable practicen its own rightand as a8ustainabilityQvhen viewedn the wider
contextof fashionsustainability Through this study, | do nataim to provide a
a2a0GSYFGAO 2NJ O2YLINBKSYyaaA@dS | OOfodryihich 2 F
generalisations may be drawmmstead | offer anin-depth account othe varied
experience oh small number of beginner sewistghich are usedlustrativelyto think
with in agenerativeway. As demonstratd above) have tried throughout theesearch
design,data generation, transcription, codingnalysis and writinghases of this
research to beognizant and open abouy partin the researchprocess and the

interpretative methods used.
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CHAPTER@&.EARING TO SEW CLOTHES FOR YOURSELF

This chapter will set the scene for the three thematic chapters that follow by providing
an introduction to how people who are interested in sewing their own clothes are
learning to sew in the UK today. The chapter is based on Phase | interviews with an
ethnically diverse group dive women(Thandi, Elly, Hope, Alison and Rebeeca)

two men(Adam and Krish) all aged between&t 43, who identified themselves as

havingsewnclothes for themselves for between three months and two years

5.1Learning to sew; at home, school and elsewhere

The amateur sewists whose experiences inform this chapter had mostly decided to
start learning to make clothes for themselves as adults with little prior sewing
experience. This experience is consistent with a discontinuity in the passing on of
clothes maing skills between generations at home and at school since the 1880s
identifiedin Section 34. The interviewees in this study were more likely to have been
inspired to sew by seeing others making clotbesine or on TV than they were from

anything they had learnt in school or at home.

Sewingat homeandin school

Although several of the interviewees had grown up in homes where some costume or
clothes sewing occurred, very few sewing skills had been learnt within the home. For
example, Alison had madecauple of items of clothing alongside her mother as a
teenager, 25 years before deciding to releémmmake clothes for herselfs an adult

and Hopehad dabbled with some clothes upcycling/repurposing projects in her late
teens.Whereintervieweestalked aboutseeing othersewing at home while growing

up, this was &wvays withreference to femaleelatives grandmothersmothersor

sisters.

Experiencesof sewingin school werealsominimal.If sewing skills werencountered

in school at all, these experiences were relayedhastlived and unmemorableAs

withi KS aSgAraida Ay al NOAYRFfSQa ownmto &aiddz
mentioned in Burman (1999), the way sewing skills have been taught in schools seems
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to attract ambivalence at besEomeof the interviewees had been taught limited
sewing skills in the first couple of ysaf secondary school but teaching in Design &

Technologwasangled more towarddesign rather than making skills.

>

L NBYSYOSNI YIF{Ay3 | OdzaKA2Yy 2y GKS &as.
teacher, so we couldn't do it for GCSE. | would have had the option been there.
So we had just a couple of years, years 7 & 8, and then kind of forgot about it

Hope

| think at school there was, kind of, textiles that | did until | was about fourteen,
but didn't have too much of an interest there. As far as I'm aware, we did use
sewing machineX But | remember it was mainly about not getting your school
tie stuck into your sewing. It wasn't anything particularlyand lots of mood
boards and, yeah, but | really don't remember much about it, or what we made

at all, if anythingRebecca

Elly describedhaving triedto make a prom dress by copying an existing garnasnt

part of a GCSArt project, despite having no access to a sewing machine at school
GKAOK aKS RSAONAROGSR Fa W- RAA&AlIAGSND® Ly
of specialist textile teaching and persistent gendered perceptions of who fashion and

textile learning is appropriatéor (seeSection 5.5

Sewing classes

Three interviewees had attended some sewing classes before starting to learn to sew
at home Only Adam, who had been regularly attending a dressmaking class at his local
Further Educationcollege prior to the Covid9 lockdown, described this as a notably
positive experience. The claBgdamwas attending had introducesewingbasics in the

first session and proceeded with the tutor offering support for course particip@ants
pursue their own individual sewing projects. In contrast, Hope badeattended a
dressmaking coursi@ whichthe tutor had required beginners teeek approval at
eachsmallstep before proceedintp the next. Hope had been unahkie complete a

simpleskirt over the 8weekcourse and described the experiencel R A & K S| NI Sy A

10¢€
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andW¥ 21Bdei G A y 3 Q dlsoatterided 2 yhontkly dkaser a whilebut, having

chosen towork with an asymmetric skirt patterahich required adjustment, had not
progres&d far beyondaltering the pattern Both Hopeand Alisorwaited some years
020SNJ I RSOIRS Ay ihg2oltddc thenSdivasSaisewsabibraeNS RS

having beerinspired by seeing othgreoplesewingonline.

5.2 Motivations for learning to sew

Handson skills and creativity

The desire to do something hands and creativeoftenin contrast to norcreative,
deskbased workchimes with experiences relayég Twigger Holroyd (2017) and with
al NI Ay RI fstGoQ ia whicksewimgwas seeras a route to personal fulfilment
not achievedhrough other aspects dife. Rebeccand Hope both enjoyed having
projects to keep them busy iheir spare time Adamand Alison botHound sewingo

be a way to unwind from high pressured @b

| think what it washaving a job that was quite papéased and deskound
and noncreative, in the sense of doing something with your hands, and it's
quite high pressured as well, and then I just found that sewing was a complete

escape from that reallyAlison

Elly wasexplicitly attracted to the idea of learning a new skill tshemight pass down

or pass on to others

And, as well as, to kind of have a skill that | could possibly pass down to other
people, pass on to other people. But, yeah, just having a skill. Being able to
make something with my hands and to wear it and show it off, to belike

made thi©QElly

Clothes that suit and fit me

The opportunity to have bettefitting or more individual clothes was amongst the

motivations that the interviewees expressed for wanting to sew. This finding also
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OKAYSa 6A0K al NIAYRIfSQa aiddzRé gKAOK KAI

motivation for sewing.

| think I've always been interested in clothes and how they are made and

A0dZFFoOX! YR L 1AYR 27F 2.diknibw fiothihgS relly O A y 3

individual, but as much as it can be, if you make your own clothes then it's your

own personal choice isn't it reallAdam

It [learning to sewpeems like it might be a good way to get clothes that fit me
rather than... Everything that is readio-wear, | am not the fit model for them.

For any of themThandi

Krishwas motivated bythe prospect of having affordable clothes, made from better

guality materials than the readto-wear market offered him

Multiple perspectives on sustainability

Awarenesf clothingsustainabilityissues, including the ethics of clothing production
was a common concern for the interviewees, most of whom touched on aspects of
sustainability during their interviewl’ handifelt that many people, like hehecame
interested in sewing their owalothes from a sustainability perspectiv&here
sustainability and/or ethics were explicitly expressed as motivationkéoning to

sew, this tended to link to dissatisfaction with aspects of the current fashion system

and was often just one amongst several reasons for wanting to sew clothes

Obviously I know the background of how bad the clothing industry can be in
terms of working conditions, sourcing material, the whole supply chain and
everything. There was always an intention for me to really learn how clothes
are constructed and what go@sto so many techniqueX | think there's still a

lot | need to learn but that was one of the main reasons | went intRébecca

Some interviewees were motivated to sew by a desireitber know where materials

had come from or howtheir clothes had been made.
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| think | wanted to know where my clothes were comfrgm and to be able to
know exactly what my clothes are made>oDuring Uni | did modules on

fashion. | did Human Geography as my degree and | did modules on fashion.
And | guess, my mum, whenever we go shopping we always look in charity
shops at thestuff that's been made in the UK and | think that has rubbed off on
me. And knowing that my stuff is made, | guess, ethically is very important, and

sustainably is really importanElly

So buying something that hasn't travelled as far is quite good. But also, |
suppose, there's a lot of fast, cheap fashion. There's a cost somewhere isn't
there, to do with how it's been made or wlmade it as well, so being

conscious about knowing that, you knowdam

Hope saw sewing as a route away from fast fashion consumption:

And, also, because | like clothes, | can't help but be aware of the issues around
things like fast fashion and sustainability. So, | was thinking I've had a sewing
machine for years, and actually starting seeing people on Instagram that were
making thingghemselves, and | just thought | have the tools, maybe | should
give this a go. Because | love shopping in Primark but | know how bad it is, so |

really wanted to try and move away from that

Some intervieweesliscussedhe material wasteassociated with home sewing/aste
minimisationor increasel material efficiencyare familiar conceptsin discussion
around thesustainability(or otherwise)of industrially producedlothing¢ where an
average ofl5% of fabrigoes towaste(McQuillan & Rissanen 26). Designeand
Sewing Beepresenter Patrick Grant hasiggestedhat wasteper itemmay be twice as
highfor homemade cloting, andsome of the interviewees expressed feelings of guilt

associated withihis waste.

There's a lot of guilt associated with how much waste there is, which | think

probably when compared to a high street maker is not as much but when
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you've made a toil§test] garment and you just know that it's not wearable,

that feels incredibly wastefulThandi

Some sewing pattern designers and parts of the online community that supports home
sewists focus on the minimisation of waste through zero waste design (e.g. Zero Waste
Design CollectiV). Ellymentioned that she was not drawn to theok of the zero

waste patterns she has encountergdlthoughshe wasaware ofthe potential waste

of fabric arising from her sewing practichejustified this within the context ofher

learning.

| think I've just been so focused on the making of the clothes, that the waste
KFra oSSy | yA33ftS o6dzi LUGS y2aG | OdGdz €
moment | justify it by saying that | am learning and that they [test garments]

are not wasted, they'rgust me practing and learning and getting bettelly

Several of the interviewees had instigated projects to reduce wastepurpose

offcuts. Thandi and Adam had both gone out of their way to source somernall

fabrics for their sewing activities. Rebecca had tried to avoid using new fabrics for her
first garments by using old duvet covers instead. Both Thandi and Elly had plans to

make use of fabric left over from their sewing, and were considering leataiqyilt.

5.3 Sewing patterns and instructions

When asked about the sewing resources they used for making cldties,

interviewees often made a distinction betweamdie and commercial patternsg will

dzaS GKS GSNXYa WAYRASQ YR WO2YYSNDAIEQ
FOly2¢f SRIAYT GKIFIG WAYRASQ LI GOSNYya | NS |

ventures and that neither categoryindie or commerciat, is homogenous.

14ZWDGs an international collective (founded by Cassandra Belanger, Holly McQuillan and Danielle
Elsener), working at the intersection of education, practice and industry to address textile waste
through design, practice and communitittps://www.zerowastedesignonline.com/
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Indie patterns

la ¢l a GKS Ol R87)stydytleelintddidwger gehetallydpoke

favourably of indie patterns when compared to commercial patterns, especially for
beginners.Theyvalued indie patterns for their more contemporary style and perceived

I O0SaaAroAtAGed LYRAS LI GGSNYya gSNBE aSSy |
Fl AKAZAWIRD KB AyaiNHzOGA2ya WOt SEHNBNR: WS
0SIAAYYSNRQ (GKIFyYy LI GGSNya TFAgRras 10i&18) O2 YY S NJ

I've found that a lot of the instructions and the books and things like that are
now so accessibld's quite different from some of the difficult to read, old
fashioned patterns and instructions, that kind of assumed a certain degree of
experience alreadX Not that there's anything wrong with either method@

just quite accessible, as | say, | think it makes you think that you can do it

Alison

| think the surge in independent pattern companks$ don't know when this
happened, when they all started but | think that's really the main thing that
has made sewing a lot moexcessible, for me at least. And, kind of, friendlier

and less dauntingHope

11
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Figurell- Commerdl Simplicityl563 multtgarmentpattern from 2013 lllustrated envelop (top left),
instruction sheet (bottom left) and tissue per pattern (righj.
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lel to selvedges)

Now we're going to join the two legs
together at the crotch seam. Turn one
leg right side out and one wrong side
out. Slip the leg which is right side out
inside the other leg so the right sides
are facing each other. Align the top of
the inside legs with each other and pin
the two legs together along the crotch
seam, matching notches. Stitch (make
sure you're sewing two layers together
here, not four!). Trim and finish the
seam allowances, and press them open
or to one side.

* TIP: If you're partial to pyjama yoga, to avoid any awkward wardrobe
nmalfunctions you could reinforce the middle of the crotch curve with some

iron-on interfacing, around 2cm (%in)

x 3cm (1%in). Place them glue (rough)
side down over the drawstring opening
markings on the wrong side of the
fabric, and press to fuse in place with a
hot, dry iron. Stitch a 12-15mm (%-%in)
buttonhole on each drawstring opening.
marking. For help sewing buttonholes,
see tillyandthebuttons.com/jaimie

Insert a pin horizontally at each end of

| Forall versions:
Now to make the waist channel. With
. the pyjamas right side out, fold the top
| edge under 15mm (%in) to the wrong
side and press. Fold it under another
| 35mm (1%in), press and pin in place.

We need to leave a small opening in
the waist channel to feed the elastic
through. Measure roughly scm (2in)
either side of the back crotch seam
and mark these two points with a pair
of pins. Remove any pins between the

extra stitches on top of or just inside the first row. double marker pins.
For optional drawstring:
Cut two small rectangles of lightweight Leaving the opening marked with

double pins unstitched, topstitch the
pinned part of the waist channel in
place 3omm (1%in) from the top edge,
backtacking at each end.

The pyjamas are designed to sit on your
low waist, around 5-7.5¢cm (2-3in) below

the buttonhole. Using a seam ripper, your navel. To work out the length of

| carefully open up lhe buttonhole, your elastic, measure this part of you,
starting from one pin and tearing to take off 10% for stretch and add 1.5cm
the centre, then from the other pin to (%in) for an overlap. (For example, if

the centre,

your low waist is gocm, your elastic will
be 90 -9 +1.5=82.5cm.)

LB 2 Y { Ndheta&NI T N2 Y

I

Figurel2 - Indie pattern, Tilly and the Button¥ WI A YA S Q
cover image (top)photo-illustrated instructionbooklet (bottom).
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The Tilly and the Buttons brand of indie patterns received several mentions for being
LJ- NI A Odzf I NI & Wdza S/NGTI hiddl Be/Britodg@tternsw&réy | 41 SR

particularly attractive, Hope expressed a number of reasons:

| think, something about the way that everything is explained. So there's often
no knowledge assumed, particularly in those beginfeasterns. So having

gone on a course, where we had to do tailor's tacks and everything was over
complicated, this.. | like them because there are always a few different ways
of doing something, and it's whatever works for you. And it's just presented in
a manner that's quite friendly. S&on't worry if you get this wron@4his is

one way of doing @1 like that the aility is very clear too. So this is a
'‘beginnergpatterntand this is for ‘confident beginners'. Yeah, and there's lots

of clear guidance about what fabric to use as wdthpe

The tone and content of indie patterns and their instructions were viewed as being
helpful to beginners, offering encouragement and reassurahiie pattern makers
were seen as being there to teach yleow todo it rather than juswwhat to do. The

use of photographs in pattern instructions was another appeal of indie patterns,
making them more attractive thacommercial brands that tend to use drawn
illustrations to accompany their written instructionBigure 13. Ingeneral,indie
patterns were consided togive sewing instructiasa friendlier and more
approachable appearancitervieweesalsoappreciated the additional online
resourcesorovided by the indie patterbrands, including sewalongs, pattern blogs and
posts on social media linked by searchable hashtags for specific patterriSesten
5.4below).
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10.FOR VIEW 8 -Pross up hem
Prass under 1/4" (6mm) on raw edge.
Stieh cos 10 inner pressed edge.

PANTS C

NOTE: Pants are wom 1 (2.5cm) below waist

1
Sew seams together with a 15mm (%in)
s seam allowance, backtacking at each end.
unless the step says otherwise. \

|
|
!
el v 1. f:ﬂ‘mnbnnmhgmmm
Lay each back leg (the ones with the =
longer crotch seams) over its matching

front leg, right sides together (the nice !
side of the fabric facing each other).

Pin each leg together along the inside

legs and side seams, matching notches.

(Don't worry that the pieces doni't lie flat !
~ the back legs are wider than the front |
0 g0 over your curves. Just match up ‘
the raw edges.) Stitch the pinned inside

legs together. Stitch the pinned side

seams together, |

2. Viih RIGHT sides togothar, pin center seem, maiching inner
oG 50ams a3 notchos. Stich. To reinkorce seam, sHIch |
gain over fest stiching

Trim the seam allowances to about half !
their width and finish the raw edges
with zigzag stitch or an overlocker
(serger). Alternatively you can trim the 1

seay siowsnces o Wiy g T
®  shears. For help with zigzag finishing,

see tillyandthebuttons.com/zigzag-

finishing. Press the seam allowances

open or towards the back leg. on the

wrong side and then the right side of

the fabric.

Figure13- Different styles of pattern instructiqr(g ) Indie pattern¢ A f f @ | yR Gi€Q . dzi G2y 2
pyjamabottoms, with photo illustrationgb) Commerciapattern, SimplicityK1620 with drawn
illustrations

The availability of indie patterns as downloadable PDFs was considered to be a
significant positivddy the intervieweesThese files are either printed out on standard
A4 paper as tiles that must then be taped together to form the full pattern, or sent to a
copy shop for largdéormat printing. The established indie brands (e.g. Tilly and the
Buttons) provide many of thepatterns in both preprinted format and as PDF files.
Some lesestablished brands provide patterns as PDF files only. PDF patterns were
seen as being more versatile than commercial patterns, as they could be printed
multiple times and sometimes in single sizes, allowing for remakes in different sizes

without the extra step of tracing off a particular size.

| think with digital patterns they are so flexibiel just think if I had gattern
that was posted to me it would feel like a product, it would feel precious,

whereas, [with the pdf] | can just print it agaifihandi

PDFs were also seen as easier to access during lockdown and cheaper to obtain, where

there were postage costs to consider the pre-printed patterns On the negative
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side, piecing PDF patterns together at home was generally perceived as daunting,

time-consuming and otherwise undesirable.

I've bought the pdfs and had them printed. But sincéve done two that you
print off yourself. | hate doing it, but since lockdown I've done quite a few.

Hope

It's a downloadable pattern which | thougWucl€l've got to put it together

But then it's really short as well because it's only a small pattétison

The time it took to put together the pdf print out was probably about two or
three hours in the end. It was so long. And it didn't reallshere was no sense
of satisfaction at the end, that you'd made something. It wasfkeat, so

NOW | carstartQElly

Commercial patterns

In contrastto indie patternscommercial patterns were sedry several of the

intervieweesr & 0SAy3d Y2NB WRAFFAOdZ G (G2 NBIFIRQZ
FdadzYAy3d Wi OSNIIFAYy RSINBS Some iGdivicddadds Sy OS5
dk ¢ O2YYSNDALFE LI (0 rfbidédito thed vaHouIiNGE R2 i BRD
aieft Sa OXNERddedied a particular issue with sizing and fit of commercial

patterns:

Buying patterns from like Butterick and Vogue are great but | think they have
something like comfort fit, so the size that you make ends up being bigger than

what you are Elly

It may be that the styles and degree of ease included in commercial pattern ranges
assume greater knowledge of fitting techniques than indie patterns, which often
feature styles with an intentionally loose, and so less exacting, fit. Comparisons were

alsomade between the material qualities of commercial versus indie patterns. Where
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indie patterns tend to be printed on sturdier paper, commercial patterns, printed on

GA&d&adzS LI LISNE gSNB aSSy la 020K WTFARRfe&Q

Although some interviewees expressed an explicit preference for indie patterns, and
Thandi had experience only of this style of pattern, there was also acknowledgement
that learning to understand patterns and instructions, of any kind, was partly about
learning a language, and that once you were familiar with this language, the whole

process became easier.

But, it's just another language whewou firststart. | am sure if | looked at that
same... those same instructions now it would be so easy. But even with the
picture guides in the book which again, looking back, would be very very
simplec it was just likedhat do they meartibn this. And which bits go
together? And what are notches? And what don't have an overlocker, so

how do | finish my garment so that it still looks tidg@becca

| think it's not entirely fair to say the olstyle patterns are difficult to read
etcetera, and | think it's, you know, when you break it down into the steps, the
skills are sort of comparable. There's not drastically new ways of doing things
maybe with the new patterns but the designs, | suppose,raore attractive

and that gives you motivation to do themlison

There's a language, and once you've got that then it's easy and it's fine and

you're likeWI2 great, that goes through there and voil&lly

5.4 Sewing support

In additionto sewing patterns and instructionan enormous amount of sewing
related contentis availableonline. Facebook, Instagram, Pinterest and YouTube were
all mentioned by the interviewees asurces ofnspiration, information and

instruction.
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Inspiration

The online sewing community is seen as large and supportive, which many of the

interviewees found both useful and inspiring.

| would say for almost everything y@a making, if you can't find a video or a
tutorial, then in the Facebook group someone has probably made it, or can
help, or something like that. So, | would say the range of material is quite

incredible Alison

I'm completely online and | think a lot of people learn that way now. It's a

massive communityThandi

I've found the Facebook community so nK@veryone has that same interest
and although my partner and my friends don't really understand what this

whole world is, I think it is nice to have that community of peoebecca

Instagram seemed patrticularly influential amongst the women in this study, all of
whom mentioned it at some point. Some were inspired to start sewing after seeing
others doing so on Instagram or credited the platform as a source of inspiration for

some ofthe things that they had made or planned to make in future.

| guess | am quite swayed by the Instagram and Pinterest social media apps and
the smaller companies do very well at marketing themselves on there and so |

think 1 am swayed more to them because of thally

Information

Instagram, Facebook and Pinterest are all pldbasintervieweeswent to get sewing
ideas, research the garments they planned to make or seek information about a
prospective project, such as its perceived level of difficulty. The option to search social
media content using hashtags to find other sewists who have ugedtecular pattern

was seen as a useful feature. Interviewees used hashtags to glean information about
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the fabrics others had useghdalterations they had made or to get an impression of

the fit of a particular garment on different body shapes.

So what | usually do. say | wanted a dress pattern, | follow quite a range of
people on Instagram that are like sewing Instagram accounts and | will follow
hashtags. So | will find all the dresses that are similar, because there is usually a
lot X and I'll follow the hashtag, which means | can see all the people who have
made it. I'll try to find people who are around my size and see how it looks on
them. Then I'll have a look at the resources that go with the pattern online. So,
does it have a sewalond@®es it have hacks? And can | get more than one
garment out of it. So is there a way of making it into a top? Is there way of

altering it into a skirt'handi

Instruction

Instruction in the form of blogs, videos and sewalongs were all used by interviewees to
support their learning. Somsaid theyfound sewalong (video ofanitem being made
step-by-step) for a specific pattermparticularly useful and sought these ouhen

choosing what to make.

| like indie patterns and a lot of them have sewalongs for when they come out.
So the last few patterns that | have bought | know definitely have sewalongs

and | also know that they have hacks and adjustmenisndi

Others dipped in and out of these resources as they felt they needed to.

So I've made a couple of patterns at not quite the same s she [Lisa
Comfort, Sew Over It] has been doing the patterns online, I've been following
them, you know, not quite live, because I've just been pausing as 1.go on

Rebecca

I've not used a sewalong from start to finish. | think what | do is | come across

something | don't know what | am doing and | Google that particular step. So,
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like, how to insert an invisible zip, I'll look that up rather than a, kind of, all the

way through a whole garmenElly

The interviewees often turned to online video content, particularly YouTube, when

wanting to understand a particular technique.

There's some YouTube things as well, because sometimes it's really ... like you
can read something in a book but it doesn't always describe it as easily ... or
you can read on a pattern or something and it doesn't describe it well as being
able to see somane actually go through that process. So, I've used various

things depending on what | was doing reahdam

Handson support

Only Adamand KrigkF R NX 3dzf I NJ O2y dF OG0 WAY NBFf AT
Before lockdown, Adam had regular contact with the tutor on the weekly course he

gra FTOGUGSYRAY3IdD YNRAKQA GATFTSTI K2 faz as.
machine and get started. Amongst the women in this study, Elly and Rebecca both had
mothers wlo they could ask for advice, although for Rebecca this contact had been

entirely via Facetime as she had only started learning to sew during lockdown. Elly,

who had been staying with her parenduring lockdown, indicated that she was more

likely to show her mum what she had made when she had finished it than she was to

ask her for help. Alison spoke about a local shop where she had previously been able

to ask questions. However, having no riglcontact with friends who sewed, these
beginners were doing a great deal of their learning on their own at home with the help

of the internet. e availability of online resourceparticularlyassociatedvith indie

patterns, plus thaisergenerated so@l media contenthey give rise to (see above))

served to make sewingiore attractive andor accessibléo these sewing beginners

5.5Sewing highs and lows

The expectationsf sewingthat the intervieweeshad before they started varied from
the overly optimistic to the trepidatiouszor some the process was more complicated
than expecteglfor others the resolution of a first garment was easier and more
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successful than thelgadimagined it would beSome of the interviewees reported
havingtaken on some surprisingly ambitious projects. Thick, napped and stretch
fabrics which require adjustments tmachine setugand particular attention to fabric
handling ororientation, hadall beenused bythese beginnersor first projects.Most
had produced a wearable garment early, dmot on their first attempt and had

continued to improve their sewingkills.

Learning new skills andosking things out

Sewing was seen by the interviewees as a rewarding hobby which gave them
something physical to show for the time they had devoted to it and plenty of scope for

learning new skills and techniques.

There's a lot of exciting things and if you layer all that together, it's a very
rewarding hobby because you can go off in different directions and explore

different techniques but still within the umbrelld sewing Alison

When theinterviewees described their early experiences of learning to, sawch of

what they talked aboutwasa process of trial and errayof working things out,
understanding construction, unpicking seams and in some cases making the same
garment several times before getting it right. Though this was a source of frustration at
times, it was alsaecognised as part of the learning process and sometipagsof its

reward.

| think the figuring out and the working out of the pattern is a process of
learning. | think | do really well once I've sewn something together and realised
it's not right and have to unpick it. So, | know not to do that riewe. | think,

rather than someone showing me the right way from the start, the kind. of

getting it wrong really helps mé&lly

Despite some of the frustrations they had experienced, these beginmearained
interestedin learningnew skillsand workingwith materialsthey had not previously

used.
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| F gAYy3 a2YSOUKAYy3 WL YIRSQ

Amongst the beginner sewists in this study, being able to make and take pride in items

of clothing they had made was seen as a significant positive.

Yeah, | think the first few things I've made have beekve worn them quite a

lot since and that's the biggest thing. | was so pleased with that first dress that |
made. | went and met some friends in the afternoon that I'd finished it and |
wore it and | was lik§uess what everyone, | made tiidh a way | was more
proud of having done that than having just submitted my PhD, because | think
it was just something that was so immediate, and the PhD had just been
dragging on for years. | was alwaysngpto get there and submit that but this

was just something I'd madélope

In addition to the satisfaction of having made something, tb&ction of others was

often also mentioned aa rewarding aspect of sewing clothes for yourself

| actually wore a top yesterday that | finished on the weekend and it was so
lovely to, kind of.. one of my family members who | saw yesterday $Hiove
that topCand | was likéPmade it mysel® And that's the first time I've had that
and | know that that's something that a lot of people have. It's the satisfaction

of knowing you've made it yourseRebecca

Whether they wanted people to know an outfit was homemade or took pleasure in
GKSANI I NXYSylda WLIaaAy3aQ gAGK2dzi O2YYSyi.
and satisfaction from being able to have clothes that were individual to them
reflectinga sense odgencyachievedthrough personal styléTulloch2020)highlighted

in Section 3.5Allthe intervieweeshad plans for skills they wished to learn or
garments they wanted to makd-shirts, jeans, outerwear and underwear were all
mentioned bythe interviewees asitemsthey had made or aspired to make in the near

future and ome of the intervieweesaspired to wardrobes full of homemade items.
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Being frustrated when things go wrong

In addition to the many rewards of sewirtfe interviewees also touched on some of
the less enjoyable aspects of learning to sew. These included being annoyed or
frustrated when wrangling with a reluctant sewing machine, putting the parts of a
garment together incorrectly or making clothes that did fib ¢ reflecting the desire
for positive outcomes from clothes making activitidsvigger Holroyd 2014, 2016)

highlighted in Section 5.

At the beginningX | just went straight into it and | think that's what fills you

with disappointment and sadness and frustration. You spend all this time, and
you've bought beautiful fabric, and it doesn't quite wkhe most challenging
[thing about sewingis not being disheartened when something you've spent a
week making doesn't really fit. it doesn't look [like] what your drawing is or
what the image in your head was going to look like. I think that's possibly the
most challenging; getting back abding like It's fine, I'll make another one,

this one will be betterElly

The need to take your time and be patient wasntioned byseveral interviewees.
Adam suggested thaewing was teaching hipatience and the need to stop and

reflect rather than pressing ahead to complete a task

| think the challenging bits of it are that it requires quite a lot of patience. So as
much as | like getting stuck into something, | also have a bit of a habit of

thinking | just want to get something done as well. So it's teaching me a bit

about how to eave something alone for a bit and maybe move away from it

and come back to it when you feel a bit more in the frame of mind to start
G2NJAy3 a2YSUKAYy3 2dzi NBlIffteod ¢KSNBUa
probably finished, and they're ok, but tiiee probably not necessarily how

they should have been, you know, something like that. Probably, if I'd just

spent a bit more time, | think waited and been a bit more patient and gone

through the instructions, it might have been that | could have donerihe the

way the pattern askedAdam
12F
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Space, time and expense

Sace time and expense were the three main limitationste A y (i S NIsewingS S 4 Q
activities. Space was a struggle for many, with the cutting out of fabric often having to
take place on the flooiSeveraintervieweeswere working from home and sewing in

the same space.

Space is a big one, so the desk that I'm sat at the moment is my workspace and
I'm sitting next to my sewing machine and it's a small desk. And it's just having
space to cut things out as well. That's really hard. So | do it on the floor. | get a
bit of abad back sometimes so that doesn't really help, having to cut things out

on the floor. But | know there's not really any way round thédpe

Several interviewees mentioned time as a limitation on their sewing activities. Thandi
and Hope mentioned finding time for their sewing during holiday periods. Alison and
Adam both spoke about finding time to fit sewing in after work. Thandi and Alison
expressed some frustration with the time that sewing preparation (setting up space,
preparing fabric) tookSeveral intervieweealsomentioned theexpense involved in

learning to sew, with the cost of fabric being the main concern.

One of the things is the cost element as well, because for beginners it can be
quite expensive. lfoubuy fabric and bits and pieces, it's not a cheap hobby |

would say anymoreAlison

The costs involved in sewing were more of a concern for some than for others but
were also linked to concerns about not wanting to waste fabric and being frustrated

when things did not work out.

5.6 Sewing as a gendered skill

The fact that sewing is a highly gendered skill is evident in the differing experiences of
the men and women involved in these Phase | interviews. Although it has always been
the case that it is not only women who sew, those not identifying as women are fa

less visible in the sewing spaces of the internet and far less well catered for in terms of
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offline sewing resources (e.g. patterns and books). There are many cultural reasons for
GKA&a>S AyOfdzZRAY3I (KS RAGA&aAZ2YyA GKFG FNB R
the associated differentiation between dressmaking and tailoring as sewing practices,
GAOK GKS fFOGGSNI NSBIdZANARY I gKIFG | NB | NHdz
Sewing Basics for EvaBgdy (2020) is a notable exception in pitching basic clothes

sewing skills in a gend@eutral way. While there are now several sewing pattern

bray R4& GKFIG &aLISOAFEftAAS Ay YSyQa Of20KAyYy3 L
Me), it still appears from online pattern reviews that the majority of people sewing

these garments are women sewing for the men in their lives. Despite this heavily

skewed piture, it is not only women who are interested in sewing clothes.

Boththe men interviewed for this studsecalled having had some interestdlothes
sewingwhenthey wereyounger but had onlgecided to take it upn their thirties.

Neither of themknew any other men who sewetnlike most of the women in this

studyboth men did however, have regular contact with someone more experienced

at sewing. Krishwhose wife also sewed, sagwingas an interesting hobby to be

involved in togetherAdam haddecicedli 2 Wo A UGS GKS odzZ £ Si | yR
ten monthsbefore being interviewed for this projecthe gendered nature of sewing

was reflected in the stories that both men told about their sewing activities. Krish
described his mum expressingnse scepticism about his choice of a such a feminised
hobby before he started, although she appeared to have been won over after seeing

the end results. It subsequently transpirdtat Y NJA da&h@diat one time sewn sari
0f2dzaSa FT2NJ KAA YdzYy 60101 Ay (KS mprtnaad Y
LINS@A2dzat e (y26y y20KAy3 | 0 2alsigsidelmaking 2 dza
ALISEFISNI OFoAySiaQ Ay I GAYS -gnkafdfraftedIS 2 LI S
more as a matter of necessity or cofrd@am, who was attending a dressmaking

evening course, was aware that the language around sewing might {peitiig to

others.

It's a dressmaking course. So, | think I'm the only man whose been on the
course since September. | suppose dressmaking in some ways might put people

off but it@ a kind oMéarn to seviiressmaking courséddam
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Adam had welcomed the social aspect of being on the course with a wider group of
people who were different from him. Krish, on the other hand, was uncomfortable
with the idea of attending sewing classes, despite having access to a local workshop

that he krew men sometimes attended:

| don't want to go into a sewing class full of women and like be the kind of
sewing guy [laughs]. Because | know Raystitch have got classes and guys go to
them and all the rest of ibut there's an element of it where it's just like | don't
want to encroach on that environment a bit, maybe. But also | don't want to
draw attention to myself and stand out, lilkei, I'm this guy that sevidike Y60k

at meQKrish

Adampickedup on amateur sewinfeing perceiveds a domestic and therefore

femaleactivity.

It's strange isn't it, because you look 8ewing Beand there was a few men

wasn't there. | think there was three men this time. So, like you said, they must

0SS 2dzi GKSNB® ¢KSNB Ydzad 0SS LIS2L) S 2dz
connected or what their connections are that's not so obvi¥us some ways

it's similar to cooking. There's a kind of domestic sewing and a kind of

professional sewing.there's kind of a domestic sewing that's more focused on
women, even though it shouldn't be, and then tké&s this kind.. what seems

to be the high end stufthat's tailors isn't itAdam

Both men reflected on their difficulty in finding patterns that they liked. Thread

Theory, Wardrobe by Me and Merchant & Mills were the three main indie companies
YSYGA2ySR F2NJ KI@Ay3a YSyQa LI GGSNYy RSaaa
and a U$hased outdoor wear pattern company, Green Pepper, which he had sourced

via a German supplier. Krish was planning to make something using some patterns his
GAFTS FT2dzy R AY I YSYy Q& LaMasdaYictar&rishiobs&ved St 3 A |
thattheranged@ a et S GFNAFGA2ya Ay YSyQa Of 203KA

that available to women, suggesting that his difficulty in sourcing patterns for
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garments he was interested in making may not be solely a result of gender bias in

home sewing resources.

I've found finding patterns really hard. | think that is one thing that, as a guy
trying to sew, you basically have likethere's a tshirt pattern and there's a
jumper pattern and actually trying to find stuff is really difficult. | look at the

kind of range of clothes that you can make, or that my wife makes, or the range
of patterns that are available and | feel a bit Ile®wQIt just feels like it's a
barrier, because it's much easier to buy-ghirt, just a normal fitted-shirt. It's

much easiethan making it and if you're not making something unique then

what's the driver to make it, | guedsrish

For Adam the search for pattern styles that he liked and wanted to wear had

encouraged him to think about learning to draft his own.

| think men's patterns are quite limited, so | think being able to draw out my
own patterns would be quite useful reallysbeah, so | think a lot of the patterns
that are around for men tend to be a bit old fashioned looking. So I think they
are limited in that sense. The trousers | made were a Burda pattern. They've
got a line called Burda Young which is kind of, like, thakenslimmer trousers
and stuff like thatXBut, yeah, it seems to be very limited really. So of the
trousers, I've made a few of thes@ pattern and I'd just like to be able to

make my own kind of shapes and stuff. Do something that fits me bettam

Wdza & a GKS T @FrAflFoAftAGeE 2F YSyQa LI Gd SN
content related to the making of these garments. While this lack of targeted content is
not necessarily a problem in terms of picking up technical skills, it is niificild to

find online tutorials or sewalongs relating to a specific garment.

The experiences of mewho sew clothes for themselvasas not further pursued in
this project due to the limited number of prospective male participants putting

themselves forward for Phase Ikganding the focus of research into sewjmgctices

12¢
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beyond their generally narrow focus on womevould be a fascinating and valuable

areafor future research.

5.7 Conclusion

These findings suggest that in contemporary UK culture, common experiences of
learning to sew clothes involve a hybrid mix of and offline resources, often used by
people sewing at home alone. The experiences of these interviewees, who were

mostly learnng to sew as adult beginners, are indicative of the decline in sewing

culture and the generation or so who learnt few sewing skills at school or elsewhere as
I 02y aSljdzsSyO0S o0. Ay HAMCI . dNXIY mMdbdphL
sewingg to be mae creative, learn a new skill or create betf#iting or more

individual clotheg; are consistent with the theme of personal fulfilment identified by
Martindale (2017) and Schofieldomschin (1999). Contrary to these more consumer
focused studies, conces relating to issues of sustainabilgyariously associated with
material consumption, waste, garment provenance and issues of social jgstree

Ffaz2 F2dzyR G2 06S | 02YY2y Y20AQFdAy3 FI O

research of popular sewinglogs also identified.

A new generation of sewing patterns and online resources have helped to make
learning to sew clothes at home alone appear attractive and accessible. Social media
provides inspiration for sewing and for what is sewn, particularly amongst the women
interviewed. In contrast, the limited range of eand offline patterns and resources

and associated social media content and marketing aimed at men represents the
continuation of a sewing culture that is highly gendered (Burman 1999) and is
reflected in experience of learning to sew that differed along gender lines. The two
men who were interviewed had more access to, and more readily acknowledged, the
handson support they had in starting to sew. The five women interviewed appeared
to be more reliant and more idfenced by what they found online. For this group of
beginner sewists, twavay communication with other experienced sewists, either in

real life or within online sewing communities, appears to have been limited.
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The findings in this chapter helped to inform the design of research Phase Il. As

beginners mostly seemed to have found the resources they felt they needed from

amongst the multitudinous orand offline options already available to them, the
researchinPhadS LL F20dzaSR Y2NB 2y LI NIAOALN yiz
sew, rather tharg as had earlier been envisage@n resource design. Participants in

t KFaS LL 6SNB 3FIdzZARSR G2¢l NRa o6KIFG G2 t22
being steeredowards any particular pattern type or brand. Although some of the

Phase | interviewees expressed a preference for indie over commercial patterns, both
types had been used in their early experiences of sewing, so offering Phase Il

participants a similarlppen choice appeared to be both appropriate and authentic. As

the Phase | interviewees had all shown some awareness and consideration of
sustainability issues related to their clotheswing practicegdespite this not being

their primary motivation | decided that an explicit interest in clothing sustainability

neednot be a selection criteria for Phase Il participants.

The findings from Phases Il and Il of the research provide a deeper insight into the
embodied and material experiences of sewing beginners which are discussed in
Chapters . Where the experiences of the Phase | interviewees intersect with topics
pursuedin more depth in the thematic chapters, the Phase | experiences are woven

into the discussions.
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CHAPTERECRAFT LEARNIRGMOTION

6.1 Introduction to thematic findingschapters

This chapter and the two that folloeyChapter 7 on Wearability and Chapter 8 on

Materiality ¢ are based primarily on my thematic analysis of the VIEW encounters

conducted duringprojectPhase IIThrough the VIEW encounters, and the journal

entries and selfecorded video clips that informed therhbuilt up a rich picture of
SIOK LI NIGAOALN yiQa AYRA GANR depefien@&dfibehh Sy OS

participant contributeto the overarching themes of the three findings chapters of this

thesis (Chpters 68) in different ways. Some experiences were common tondllle

others help to highlight a particular aspect thfe topics being discussed. The five

participants in the Phase Il research were:

Ras&; a 22year-old Music Business graduate originally from Lithuania, working in
NBGFAET YR RSAONAOAY3I KSNBSEF |a WLI NI
Stephg a 33year-old selfemployed hairdresser and mother of two, who was
NEOSyuaufe 3IAPGSY | aSgAiAy3da YIOKAYS Fa | LN
FNASYRQ®

Wendyc a 4kyearold working in events management, who grew up around

sewing but never got round to learnirndR S &8 ONA 6 SR KSNARSt T | a
FYR y2 ARSIQ®

Jennyg a 44yearold working in advice service management, attracted to sewing

as a mindful hobbgnda way to reduce fast fashion consumption and have clothes
that fit.

Sophieg a 28year-old working in public sector commissioning, who wanted to do

something creative as a contrast to work and viewed sewing as a useful life skill.

A fuller profile of each participant, their reason for wanting to learn to sew clothes, the

approach they took to sewing and the projects they undertook in each Making Period

can be found irAppendix15ae. Where Phase Il participants are quoted their name

will be followed by a numbeuor letter in bracketso denote whether the quote

originates from one of their VIEW encounters3)l the Phase lll iperson workshop
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(W) or their follow up interview (FQ for exampleWw | & | oindicaie agabezf R
FNRB Y wl iiEWercouteh Wiete references are made in text this notation will
0S I 060 NB DA WhebeR is iis2ful Weferemaetiie@xperiences of Phase |
interviewees the interviewedhame will be followed by the letter (1) to distinguish

them from the Phase Il participanfsee Table 8)

Table8: Guide to data annotation usetiroughout Chapters ®.

Origin of data Use of data Annotation Example
Phase | Interview Thandi (I)
Phase Il VIEW Encounter Quote Rasa (1), (2) or (3)

In text reference (R1), (R2) or (R3)

Phase Il IlPerson Workshop Quote Rasa (W)
In textreference (RW)

Phase Il Followp interview Quote Rasa (F)
In text reference (RF)

6.2 Chapter introduction

This chapter wiladdressresearchquestions land2 ¢ how basic sewing and clothes
construction skillare learnt at homeand what resources help people leathem ¢

based on the experiences of sewing that Rasa, Steph, Wendy, Jenny and Sophie shared
GAOK YS® 'FOGSNIIY AYUNRRdAzOOGA2Yy G2 GKS NB:
experiences of using them to inform their emerging sewing practices. These findings

are primarily based on data within the VIEW encounter transcripts where participants
expressed particular emotions (e.g. enjoyment, pride, anxietystration) when

talking about their sewing experiences. Focusing on the emoggpsessed byhe

participants offers aoute to understanihgti KS4S 6 S3IAYYSNBEQ SELISN
support that contemporary sewing resources do and do not offer them. This

understanding formrsa basisupon which to consider aspects of contemporary sewing

culture and resourceshat may or may not be helpful to beginners as they endeavour

to learn to sew clothes for themselves.
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6.3 Choosing sewing patterns

Between themthe Phase Il participanissed a range of online and offline resources
patterns, sewing books, magazines, YouTube viddogsand other social media
contentg to inform their sewing practice§.he majority of the patterns used during
the project were from indidorands (se&ection 5.3 All used indigatterns in theFirst
Making Periodexcept Rasewho choseo usea commercial (New Look) skirt pattern.
Rasa was the onlarticipantnot to usean indie patternduring the entire studybeing
drawn to patternfree projects fromYouTube videos for th8econd Making Pericahd
trying to work out a common pattern adjustment using an online tutorial and a
commercial pattern in th&hird Making PeriodStephwasthe only participaniwho
tried workingwith both indie and commercigbatterns during the projectHaving first
made a pinafore dress frormandie(Tilly and the Buttonspattern, Steph tiose
commercial (New Look and Butterick) patterns for dresses which shedeitmore
her style to usein the Second andThird Making Pericgl Likeall beginners, Steph
experienced some difficulty interpreting the instructions that came with both the indie
and commercial patterns shesed (seeSection 6.%elow). By the timef the in-
personworkshop eight months after her third VIEW encount&teph had returned to
using indie patterngand, like several of the Phase | intervieweesnfirmedthem to be
her pattern preferenceWhen choosing which pattern to use in tfiird Making
PeriodSophie identified two patternsor slip-on dresses; one commercial (Vogue),
one indie (Tilly and the Buttong)that she wasnterested in makindFigure 14)
Having taken a good look at batlatterns, Sophieexplained whyshe had chosen to

use the Tilly anthe Buttonsoption:

| don't know if it's a really simple thing, but | think sometimes the actual like

look of the booklet can make a big difference, just like with the colours and
A0dFFo {2 GKS 20KSNJ 2yS ¢gla tA1SzT L &I
thisonewasjust A1S X L R2yUddG 1y2¢ AT Ad FSti
and the colours and the pictures as well. | found it a lot easier. So that's why |

decided to go with this oneSophig?3)
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Figurel4 - Two dress patterns: V902Zry Easy Vogue pattern exlope andnstructions(top). Tilly
YR GKS .dzid2ya W{iSOASQ RNBaa LI GGSNYy Sy@St2LIS

w

In Phase, Hope also described indie patterns as presenting informatian#i¥ NA Sy Rf &

manner, offeringa supportive tone and Elly had been impressed by being able to get a

personal response to a sewing quetg Instagram. These aspects of support and

encouragemengive the instructions of indie patterorands a personrae and

relational feelcompared with the more aloof technical writing found in the

instructions from commercial patterns. As Sophie suggested, indie pattern instructions
13E
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are presented in a way that is more visually appealing and, as Alison ()gutit 1 S &
82dz FSSt tA1S @&2dz Oy R2 AiQd | 26SOSNE
means that beginner sewists encounter patterns and instructions of variable qtfality

As Krish suggested:

Sq | think there's a big variability in the quality of the modern patterns,
whereas the older patterns, | think are a lot more standardised and probably
would have gone through a drafting process and a QA [quality assurance]
process that perhaps doesn't hagipin the same way for modern patterns

Krish(l)

Sophie experienced this variation in qualityaving worked with a lessstablished

indie brand of patterniade with Mandi) during the first two Making Periods. Aspects

of these instructions, including the cropping of some images, had led to confusion

about how exactly the pieces of the camisole top she was making were supposed to be
put together. Although, li& other indie patterns, the Made by Mandi pattern had

come with a hashtag intended to provide access to additional information such as

blogs or examples of other people using the same pattern, Sophie had not been able

to find any related online content. shd SELISNA Sy O0S | RRSR (2 {2
the additional resources provided with the Tilly and the Buttons pattern she chose to

use in theThird Making Period

| just found that this Tilly and the Buttons one was much easier because it had

X GALA YR a0dzZFT G GKS 06S3aIAYyYAYyIS 4K,
the jargon buster in there, which | literally refer to so often. Like if you're a

beginner and you just don't knoviings like dtackCls orgtaystitciQall the

different types of stitching. Savithin the instructionswhen it referred to that,

if I didn't know what it was, it didn't mean that | had to Google it or go and find

Bal NI A Y Rl SQa-onke yidividéakiwkbsiteoferirg Xidwill@adable PDF sewing pattern
identified fifty-i KNBS RAR y20 AYRAOFGS Fye WLI GGSNYYF1Ay3
161). Instead, many of these pattern designers eméptiad SR BN dFBK WAS t F
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a video as much. Obviouslystill did that for some things. It just meant | could

look at the jargon buster and | thought that was helpfbbphig3)

Wendy, who during th&econd Making Peridiad been sorting out old patterns that
her mum had saved from decades earlier, said that seeing these patterns had really
made her appreciate how mucdHandholdingQ 6 sheiwas getting from the Tilly and
the Buttons book she had used for her first make. To some extent the indie pattern
brands are reliant on the online sewing community to complete the picture for
beginner sewists learning to sew clothes using the patténey produce. Where
particular patterns hae become popular and the associated hashtags lead to
FRRAGAZ2YIFE AYyF2NXIFGA2Y S AyOfdzRAY3 20KSNJI |
resource, beginners are better supported in their attempts to interpret the pattern
and its instructions. Where beginnerseanot engaged in these communities or are
using patterns that have not generated any targeted online contémy usually turn

to Google tosearch foralternative sources of information about aspects of the project
they are unsure about. As a resudeginners will often end up viewing videos and
other online content addressing similar, but not identical, sewing projects to the one

they are trying to understand.

6.4 Working with video resources

Havingestablished the advantages that beginneesognisefrom using established
brands of indie sewing patternwill nowfocuson theonline resources that these
participants used to support their learnin@nline video haplayed a significant rola
the digitally entwinedcraft revival discussed in Section .3&Xcess to video makés
possible to see craftsuch asewingin practicewithout being cepresent with other
makers either in the private space of the home or the public space of a workshop or
class.The facility to view craft practices online makes learning at home alone a
possibility for those without access to hands sugport. Although some of the more
experienced beginners in Phadeald based their decisions of what to make on the
availability of pattern specific sewalongs and hashtag®hase lit was oftenonly
when people struggled with #pattern instructions that they turned to the internet for

additional supportOnce online, the choice of available video content is vast. Based on
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the online resources thaRasa, Steph, Wendy, Jenny and Sopbked during the
project, | haveidentified sixbroad types of free onlingideo contentsee Tabled. This
typologyillustrates the types of content that the beginner sewists in this study
engaged with; ifs not presented as an exhaustive or definitivetlist would

encompass aewingrelated video conteh

When participants shared video links with me, | noticed how the content chosen often,

in some ways, reflected the individual participaga similar accent, appearance,

attitude or orientation to sewing. Like the personal and relational nature of the indie

sewing pattern brands, it seemed that these beginner sewists sought out video
O2yiSyid GKIFIG WwaLR1SQ G2 GKSY a4 AYRAQDARAZ
content that was specific to the pattern she was using or which got straight to the

point. Jennylooked for content that would boost her confidence by showing e

things were done and not just what to do. Rasa looked at an eclectic array of video
content, ranging from those providing vintagéthinginspired technical sewing tips

to those presenting sewintelated content that was predominantly performative

rather than instructive. These videos reveal differing degrees of technical expertise and
personal narrative contentith the Vintage InspiredSewalongand How to Tips and
Techniquegategoires presenting the most directly informative content. Videos in the

5L, /dzi 9 {Sé6 YR t SNF2NN¥IGABS OF 1SI2NRS.
context (e.g. linked to textile repurposing), tend to offer much more limited insight

into technicalaspects of sewing.

13€



Video type

Vintage Inspired
(clothing & sewing tips)

Sewalong
(pattern specific)

How to Tips &

Techniques
(from pattern brands &
skilled YouTubers)

Enthusiast
(vlog style)

DIY Cut & Sew
(self-drafted or
pattern-free projects)

Performative
(sewing as entertainment)

Description

Explanation, demonstration, insights and tips drawn from experience of making or
working with vintage style clothes or historical costume. Good for technical know-
how, less so for where and how to apply techniques to a specific sewing project.

Pattern brands or sewing influencers with sewing expertise to relay. Talk through the
process of making a garment from a specific pattern step-by-step. Encouraging and
supportive tone, offering tips along the way. Professional quality presentation and
video editing.

How to tips for specific sewing techniques (e.g. topstitching, neck facing, zip
insertion) provided by pattern brands and skilled YouTubers. Clearly presented
content combining still and moving image, voice-over and caption, either delivering a
series of tips for best results or showing a technique step-by-step in real time.

Mostly self-taught sewing enthusiasts sharing experiences of making clothes or
exploring aspects of sewing practice in a ‘this is what | did’ or sewalong format.
Demonstrate variable levels of technical sewing know-how and presentational skill.

Amateur demonstration of an individual make, often based on patterns taken from
existing clothes or drawn directly onto fabric. Usually short and heavily edited to
show major steps, sometimes with written captions. Often speeding through cutting,
pinning and sewing process. Variable levels of technical sewing know-how shown or
shared.

YouTubers with quirky ironic tone, using garment sewing as part of a performative
narrative pieced together from to-camera dialogue and video clips of making
activities, interspersed with text, images or film clips for comedic/ironic effect. The
making of items of clothing or costume are documented with limited textile and
garment construction know how shown or shared.

Table9: Typology of sewing video style and content

Chapter & Craft Learning & Emotion

Examples
(YouTube subscribers/views)

Evelyn Wood (327k)
Vintage on Tap (14k/25k)

Sew Over It (70.2k)
Tilly and the Buttons (42.5k)

Ellie & Mac (70.7k)
Tilly and the Buttons (42.5k)
MADE Everyday (808k)

with Wendy (1.41m/866k)
| Sew a Lot (9.64k/13k)
Sewn on the Tyne (11.6k/5.9k)

DIY Crush (24.2k/1.2m)
Amanda Wright (39.7k/182k)
Jess Dang (498k/166k)
Thoughtful Creativity (254k/125k)
katsthread (1.85k/95k)

Rachel Maksy (1.1m/2-800k)
Micarah Tewers (2.1m/200k-3m)
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Seeing what you need to see

Participantswould often view multiple videos to inform something they were trying to
figure out. Where they were unable to find resources specific to the pattern they were
using they would combine insights gleaned from these multiple sources to arrive at a

sense of how to proceed.

| was yeah, just | had like resources everywhere. Um, you know, like every
single step and you can go and find informatioithere's so much out there.
But sometimes that can just become likéay, I've watched ten videos now. |

really should actually cut it, or something like the&¥endy(1)

Jenny also described juggling different and offline resources to inform her sewing

practice:

so there was, | think | had paper instructions as well and video that I'd watched.
So the paper instructions were useful for making sure | was doing the
measurements right. And then the video was useful for showing me like where
| needed to measure to anelverything like that. So yeah, so | had my pattern
out. | had my laptop there with the video and another screen with the written

instructions Jenny(2)

Rasag K2 KI R RSAONAOSR KSNRERSt T ,émphasisedhbi 2 F

important video was to her being able to understand sewing processes:

But | also find that | learn best when | can hear and see physically how things fit
together, especially when it comes to structural things. Hence why even when |
messaged the group, | mentioned that | use video because reading words, even
seeing a diagramext it, for me, this doesn't make as much sense as seeing
somebody actually fold it together. Show where you pin, which side you pin. It
translates a lot better to my brain, because | jastit. Then | can feel like | can
definitely replicate it myselbecause it's aBexperience of, you knovgeeing

everything.Rasa(1)
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Jenny spoke about watching videos to try to gain insight into how certain processes
like pinning fabric or using scissors to cut fabric were performed. She would watch
GARS2a as$s J§léahds miich inf@rmaticin #om wHat | was seeing, as much
as just from whakX Tilly, in the videq is actually sayir@What Jenny describes here
appears to ban attempt toseethe tacit haptic skill of the sewist in the vide@s the

skill she is seeking to understand is not what is bspmken about in the video it

offers noW 6 NJtarhalBlénnyinterpret the skillfor herself(Wood2006:145). Jenny
acknowledged the crux of the problem she had as a beginner working with written or

even video instructions:

LiQa GK2asS fAGGfS GKAy3ad GKFG LINRPOI 6f
course or booklet, would ever mention because the people who write those
things...they're so past ever. they might be things that they've never had to

think about if they've grown up around people who sew and everything like

that. Whereas when you are coming to something completely new, it's like

every tiny detail Jenny(1)

Steph, whaosaid she ha@lways preferred to learfrom being shown how things
workedrather than reading instruction@nuch as she had learnt her hairdressing

skillg, also talked about watching videowultiple timesto resolvequestions that arose

for her whenwritten instructions proved difficult to interpretnfluenced bythis

preference during theFirst Making Perio&teph tried to make a pair of pyjama

bottoms using a pattern for which she had no instructidmsving watched several
different videos to inform how she might cut and construct her trousers. Each video
emphasised slightly different aspects of the making process and worked with a slightly
different trouser pattern to the one that Steph was usingviig watchedhe videos,

when Steph came to makher own pyjamarousers, she mistook the inside and

outside leg seams at the cutting out stage, which led her subsequently to trim off some
vital fabric intended to form theeat of thetrousers (Figure 15Whenwe discussed

the process of making the trousers, Steph was unaware of this mistake and attributed
the poor fit of the resulting trousers to other factors. After the VIEW encounter in
which we discussed her experience of making the trousers while watching the vide
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clip of her cutting them out, Steph +watched the videos she had used to inform the
making process and was better able to see how the processes shown in the videos

differed from what she had done.
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Figurel5- Constructing pyjama trouseré) Two trouser front pieces cut on fold (liné&'Yand partially
separated(dotted line ¥Z). Note position of inside leg. Grey shaded aieesrrectlytrimmed away. (b)
Trouser front pieces joinet similarly trimmedtrouser back piecet® construct trousers in 2{c)
Trouser front pieces fully separated along fold lin¥ &nd joined to similar trouser back pieces to
construct trousersas the pattern intendedh 3D. Note position of centre front, marked X, in all three
illustrations.

Theseexamplesillustrate that what beginners see when watching sewing videos and

what they need to seé orderto replicatethe practices shownare not always the

same thing. Understandably, with little prior embodied experience of the craft there is

so muchto see (as Jenny highlighted), making it hard to filter the visual information
anddistil it down sufficiently to inform awaforward. ¢ KA & | 6Af AGe (2 WR
0SG6SSYy ONRGAOLFE | OGA2ya YR 2LJGA2vd f 2 NJ
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Ekstrém as a challenge for those learning textile craftsasffwell as online (2012: 84).
91aUGNIY YI1Sa 0KS LRAYG GKFG WgKAETS FEf
to be seen in a demonstration, this does not mean that this informati@eiseivable
F2N I y2.020804a06(WandARGDNo0d et. al. 20Q9htroduced in
Section3.2, alsohighlightthe challenge of attempting to learn through observation
and imitation.Where, like Steph, beginnersamsultiple videos showing slightly
different ways to achieve similar endsgttask of filtering and distillingseful
informationcan become even mordifficult. As a beginner with a limited
understandingof clothes and how they are formedé links betweergarment styles
fabric type and theorder and nature of their constructiomay notbe stated oreasily
discerned fronthe range of videq including Enthisiast and DIY Cut & Seantent¢

arisingfrom an initialGooglesearch

Working from videeonly instruction

Rasa, who had chosen a commercial skirt pattern to work with id-tret Making

Period subsequently worked on two garments from pattdree DIY Cut & Sew

tutorials in the second (see Appendi8aand 16b6F 2 NJ 'y SRAGSR G NI y&acC
experience with both these projects). Rasa was attracted to these DIY Cut & Sew

projects because they looked like they woblel quick and easy.

The reason why | didn't really document the skirt is because at first | thought it
gta 3A2yyl 6S adzOK | 1ljdzAi 01 YI 1 && 06SOl dz
video, just you know, seing up the one bit, and then it's all done, essentially.

Just to put a little elastic at the top and that's done. | was like, always going to

be my little additional bit that we don't even need to talk about. But then

because so many things oceadnl just kept ploughing through it. And well here

we are, it was an interesting expence Rasdg2)

Thevideoiy & G NHzOG A2y a F2NJ wl al Q& shaftXastpaced / dzi 9
and heavilyedited to show the main steps with little explanation of process. The style
of delivery makes it easy to miss important information about measurements or fabric
type. Rasa described her experiences with the DIY Cut & Sew projectigsdisaster,
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odzi I f a2 RNBYSt @FFTdeyal®da NBTFESOGA2ya Ay K
that although she watched people sewing online a lot, much of the content she
watched was more for entertainmemnalue (see Performative video content in Table

9); with little of the making process is shown or explained.

| mean to me that's one of the reflections I've realised even though | watch
people sew they're not really focusing on the steps. It's.ndts never a

tutorial absolutely ever. | have seen tutorials, but | mostly watch for the people
who are making it and they do whizz past most of the preparation that they do.
So it would never be really a supplemental thing for how to learn how to sew
and... but it does sometimes when they run into issues make you aware more

of the thinking, but it definitely wouldbbe a 'how to. Rasg3)

Although Rasa had questioned whether working from video tutorials was really going
to work for her, by the time olfier Follow-up Interview (a year after her final VIEW
encounter)she was planning to make a shirred summer dress from a similar video. The
impression many of these videos gjioé sewing as a quick and fun way to make

clothes, can be very enticingeven forthose whohaveenoughexperience taealise

that, in practice the process might prove to be more complicated.

It is notable that in many of the Enthusiast and DIY Cut & Sew style videos that Rasa
and Steph used, it is thmost time-consumingaspects of the making processich as
cutting fabric, aligning and pinning pieces together and sewing sghatsend to be
speeded up. While this makes the video an attractive and digestible length, it
prioritises the sequential steps of construction in quick succession without facilitating
observation of practices that beginners, in the absence of hamdsipport, may also
need to glean from the videos they watch. Jenmwizo was using slightly longéorm
sewalong videos to support her making activifibad been speeding these up so that
she could get to the steps she felt she needed to see. It was only when putting these
steps into practice that she felt she neededgimback and look more closely how

the pinning or cutting of fabriwvas done.
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6.5Sewing in 3D
Visualisation and orientation
Asdiscussedbove, the participants used illustrated instruction and video content in

conjunction to help them visualise how particular pieces of a garment might join to

form part of the envisaged whole. Rasa described her attempts to understand and

visualise how shenight insert a zip into her skirbefore successfully doirgp (Figure
16).

| would mostly watch ifonline videolin a general manner. If it was like a
concept, likestay stitching, and then | would just maybe looK@pogle some
particularitiesw Xa@d then | would just do it myself. 8ovouldn't be a step
by-step process. It was mostly like intake, my interpretation and my
understanding of it, and then doing it practically, in connection with what the
LI GGSNY A& al @A yldoked upwrforg dtapikstep) KS T A LILIS NJ
instructionsX I Ifike when people sew up the whole edge, then pin it [the
zip] to the backP  &uUXtBen in the instructions. there's a lot of pressing
under this and pressing under that and it just sounds confuwitd&ant
visualise them in my head. Those specific wordscause they're new to me

w Xt&loesn't automatically bring up a visual and this little thingy [points to

illustrationin pattern instruction$ doesn't speak to me eitheRasa(1)

Entry from Rasa’s sewing journal 3 April 2021

Aim: Decide on the method I'll use to attach the zipper and get
it done.

Approach: Attempt to understand the original pattern
instructions on zipper instalment again and check for possible
issues down the line if using different method.

How it went: | ended up just biting the bullet and following an
online zipper sewing tutorial by MADE Everyday on YouTube. It
was very clear and doable. | still struggled a bit with positioning
the zipper inside the seam straight and sewing around the
zipper pull so my stitches ended up a bit wonky... so the inside
is NOT pretty...but it worked!

How do | feel: There’s definitely plenty of area for
improvement — there is no way a zipper like mine should exist
in a commercial garment but it was my very first time so I'll
take it! If you don’t look too closely you can’t really tell anyway
so it’s fine. | am slightly concerned about finishing seams
though as now the zipper is slightly in the way.

Figurel6-wl &l Q& bSg [ 2271 {1 A NIrdleciing adordvéssand bitconhey R 2 2 dzNJ/ |
14&



Chapter & Craft Learning & Emotion

Sophiedescribed a similar experiencetofing to visualisethe process of adding straps
and inserting a facid§at the top edge of a camisole. Like Rasa, Sophie aised
combination ofwritten instructionsand videos showing the necessary step in the

construction of similar (but not identical) garments

| don't think the instructions were righth X Bom ®hat they told mewhen |

was trying to figure it out, it wouldn't have worked. So | kind of had to think off
my ... | had a fewgooglings of different garments that were similar to see if |
was along the same linesXAéd then | think | mentioned it to you on
[WhatsApp], i came to me once when | was in bed trying to figure it X¥ut

There wasn't anythingpnline] that matched itfthe camisolejdentically. So

yeah abit of googling. Bit of clips of videos that weren't exactly the same

garment but similar type. And then just try and visualise it in my h&agbhie

)

As Jenny observedne of the things that can b@onfusingabout clothes sewing,
especially as a beginner tisat you are working on the inside and not the outside of

the garment.

| think it's that whole thing of forgetting that you're working on the inside of

the garment as well. | think that's what confuses me sometimes is that you're

notg 2NJ Ay3 2y (GKS 2dzidARST @2dzQNBE 62 NJ A
... like the seam allowance isn't the bit thathought it waskind of thing Jenny

)

Unlike other craftsvritten about inthe craft literature discussed ifsection3.2¢ such
asL2 GG SNER ODNRGK HAHHOX 3t aaotz2sAy3l o6hQ/
2021), pocketknife making (Wood et aR009) or forging (Thane 2024 xhe process of

clothes sewing is not one in which the finished object materiafisky formed before

GKS YIFI1SNna SesSa RdNAy3a (GKS YIF{Ay3 LINROS:

works mostly from the inside of a garment that only takes its full form when worn on

16 See Glossary in Appendix ¥ 2 NJ | RS a ONXR LJi A 2 y8f@ &visual éka@mipl©A y 3 Q I YR
14€
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the body. Consequently, the construction of clothes is reliant to a great extent on
procedural (stegoy-step) instructions. Such instructiogsvhich, particularly when
aimedat beginners, tend to say relatively little about the process of trying on and
fitting the garment to the individual bodyinevitably do not reflect the full complexity
of the craft involved in making clotheSontemporary pattern instructions and online
resources offer a supportive tone and tips that enable beginners to proceed with
making despite their uncertaintiebut can leave the embodied practice of sewing and

the tacit knowledge it requires obscured.

Unfamiliarwith the processesf clothes construction, beginners find it particularly
challenging to visualise steps in which the flat pieces of fabric are be brought together
to form a garment in three dimension®/endy highlighted this when she described

her experience of working out how to put the front and back pieces of her pyjama

trousers together before sewing the side seams.

Just when | was pinning them togethdrdid say lay them on top of each

other, but you don't need them to match up because they're going to be
different sizes front and back. But you just need the raw edgé¢shéich up]

And | did that three times, at leadBecause | kept doing it. pinning it wrong.

And | was thinking, Well the notch is up here or this isn't in the right place. But
actually, when | read it and understood it to say, yeah, just the raw etgesl

to match] But | do remember, you knqut's like saying, remember that there
needs to be a human leg there and you're not flat [laughs] you knox
Wendy(1)

To be able to visualise a step in the process of garrenstructon requires attention

to the orientation ofgarmentpieces both in relation to one another and in terms of

which sideof each fabric piece the W N sii&(ile butward facingr patterned side)
orWgNRY3IQ aARS 0 A @shouldbe/updermbst b2fdke theypirced\dieA R S 0
joined. That is, whethegach piece of the garment should be riggitle out or inside

out before it is sewn tgether. This orientational conundrum arose wherever

participants encountered facings that were to be applied around to the openings (e.g.
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neck, arm or waist) of an itethey were making. Athe participantsvho encountered

this step in constructing a garmestruggled to make sense ffrom theimages and

words in the @ttern instructions alone. Steph, who encountered facingalliithree

Making Periodstook several attempts tget to grips with this challenge.

But | strugglediooking at the... you know, the diagrams, the pictures thstie's

[Tilly and the Buttonsput out, and then putting that position of what she's got

onto my drest  THat threw me because | felt like the interfacing was on the

outside. It is isn't it, the right side? Does that makese?... and, honestly,

even looking at it nowit's like, What's that? It just.. even at the top one

[photo ininstruction bookletg Figure 17, actually where you can see a bit of

the pocket, that's confused It confused me a lotSteph(1)

Figurel7-Instructiond 2 2 { f S

Lay the interfacing pieces over the
front and back facings, the (rough)
glue side against the wrong side
of the fabric. Hold a hot, dry iron
on top for a few seconds to fuse
them together.

Place the back facing on top of
the front facing, right sides
together. Pin together the side
seams, matching the notches.
Stitch.

Press the seam allowances open
(there's no need to finish the edges,
they'll be hidden on the inside of the
dress). Finish all the way around the
lower raw edge of the facing

Slip the facing over the dress, right sides
together. Pin the facing to the top of the
dress and armholes, aligning side seams and
notches, the straps sandwiched in between.
Starting at one of the sides seams, stitch
all the way around the top of the dress and
armholes. Before you sew the centre back,
check the straps are still flush together

so the long sides don’t get caught in the
stitching on the curved underarm seams.
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facing. The image Steph is referring to appears top right.

TIP: Sew with the facing face
up on your machine. The
interfacing will help stabilise
the fabric layers and stop
them stretching or rippling

Trim the seam allowances, trimming
one narrower than the other if your

fabric is heavy. Snip diagonally ac
the corners. Clip into the curved
armholes, being careful not to cu

ross

t

through the stitching. These steps will
help the seam allowances sit nicely
when they're turned to the inside.

Turn the facing to the inside of the

dress, using a pin to ease out the
fabric at the corners. Press, rollin
the seam line slightly to the insid

g
e

s0 it's not visible from the outside of
the dress (a bit of steam will help)

From the right side, edgestitch
2-3mm (%-Y%ein) around the top
edges and armholes of the dress

To keep the facing secured to

the inside of the dress, sew them
together with a few stitches hidden

in the side seams (AKA “stitch
in the ditch™), either by machine
or by hand.

iKS
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When Steplencountered a neck facing forsecond timewe talked aboutthis step in

more detail using one of my homemade garments as an exampklanguage of
inside/outside and right side/wrong side rendered our conversation almost comedic.

Had we been together with the garmentihe one Steph had made and the one | was

using to try to explain the process)arphysical spacihe explanations

understandings and misunderstandinge were trying to relay to each other would

have been much more easily sk than they were articulateé through words, hand

gestures and garments and pattern instructions held upuorespective laptop

camera. { 1 SLIKQ& YA AddzyRSNREGFYRAY3I 2F GKA& YI 17
trying to resolve it highlightetioth the complexities of conveying sewing techniques

through illustrated written instructionandthe limitations ofthe laptop screen in

conveyngthe material practice of garmeronstructionat full scalen three-

dimensional spacéburingthe VIEW encounterwas unsurewhether my explanation

via the video calhadbeensufficientto makesenseto Steph.l followed up with a

series of images of a dress in quarter s@ae tool to help Stephisualise) hopel

more clearlythe orientation of garment pieces wheapplying a neck facing a dress
(Figurel8).{ G SLIK QA NBalLkRyasS gl a GKFEG GKAA gl a -

and very useful.

The observations that the participants made about the challenges of visualisation, and
my understanding of the difficulties they described, highlighted the extent to which
sewing instructions are dependent on visual as well as verbal language. Photographic
images are often preferred by sewing beginners because they are more visually
appealing and arassumed to require less interpretation than the diagrams used in
Y2a0d O2YYSNODAIET LI GGSNyaod | 26SOSNE GKS R.
(face and everse)sides of fabric pieces and/or the orientation of thegrogress

garment as a whole which a technical illustration might highlight more explicgly
sometimes proved to be hard to discern from a photographic image. Video can aid the
interpretation of ingructions by showing sewing actions in motiand the garment

being made in three dimensions. However, these moving images do not always
correlate directly with the written instructions they are being used to supplement.

When shot from a static cagna angle, videos do not allow for a thre@nensional
14¢
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view of the object at hand, which means these images also reqtiepretation. It is
in the transition between two and three dimensions and from the inside to the outside
of the garment that many misunderstandings, frustrations and disappointments arise

in the process of sewing.

Figurel8- Images depicting procedural steps to add a neck facing to a dress, demonstrated at quarter
scale: (a) bodice and neck facing, (b) bodice and neck facing alignedidightogether and pinned, (c)
facing stitched around neck line, (d) facing turnecdbtigh to the inside of the bodice, (e) bodice with
neck facing added and pressed to the inside around the neck.

Democratised and decontextualised content

¢ KS WRSY2 ONJI ( Airtekngt Fauntk& 208) 0a$ le®@td theardkif&ation

of free sewingrelated content onlineand ade-contextualistion of the knowledge that

is sharecbetween home sewist A lot of online sewing videos are heavily edited and

provide no context in terms of the time, space and resources used or the technical
1y26ft SRAS YR &al1Aff 2F GKS LISNA2Y LINBaSy
minutes in lengthEnthusiast and DIY C&tSew content irparticular (see Tabl8)

tends to showonly themajor sequential stepsf garment constructionwith aspects

15C
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of the making proces&.g.cutting fabric and sewing sealsither speeded up or

edited out altogetherAs Rasa found when using DIY Cut & Sew videos for making two
garments during thé&second Making Perigthe impressionthese videos give dfow a
sewing projecshouldlook and feein practice carbe misleading, especially to

beginners with little or nalirect (unmediatedexperience okeeing othelpeople sew
offline. With limited technical and embodied knowledge of the craft to infdtmair
judgment, t can bedifficult for beginners to discern the quality of the information
presented in these videos$n addition the sheer volume of sewing videos online

means that beginners often find themselves working with multiple disparate sources

to inform their actions

CNRY WSyyeéQa |yR wlalQa SEI YLt Saz AdG | LWL
procedural instruction and insight into tacit aspects of practice that might be gleaned
there ¢ how something might be done and not just what to.des Stepp & S ELISNA Sy
illustrates with so much to see at once, it is not always easy for beginners to home in

on what they need to see at amyven point. Gustav Thane (2021) demonstrates how

video of craft practice, in his example forging metal, can be overlaid with drawn

illustration, tofocust KS @A S g S Mdwhat thay ne8d/ta ocbsenyduring the

making process. This brings together the advantages of widaoving imageof craft

in process; and more technical diagrammatic elements tledticidate the craft

involved

6.6 The affective dimension of learning to sew

When describing their experiences of learning to sBasa, Steph, Wendy, Jenny and
Sophieexpressed a variety of emotion®n the positive side, there was excitement
and enjoyment in learning something new, as well as pleasure and surprise at what
could be achieved. Akeir sewing confidence grew with practice, there was also pride
in the new knowledge and skills acquired ath@ wearable garments created. On the
less positive side, there were uncertainties about what to do or how to tackle a
particular fask, worries about wasting time and materials, and fear of making mistakes.
Due to their lack of familiarity with sewing practices and the language used to describe
them, the participants sometimes found instructions daunting and even
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overwhelming. Intransigent tools and materials caused frustratiaegdid online and
written instructions that sometimes added to confusion or uncertainty rather than
resolving the issue at hand. Disappointment was experienced when a sewing task or

garment had not worked out as planned.

The largely selflirected learners in this study quickly identified strategies to enhance
the positive and avoid the negative affect they experienced through sewWney
developed their own routines and ways of prattg to try to make sewing easier and
more enjoyable for themselves. They moved or rearranged the spaces they worked in,
acquired different tools, sought out additional online advice and instructon,

watched and rewatched videos of other people sewing as they tried to glean the
information they felt they needed. It was not always easytfa participants to find

the time, energy and motivation to sew, despite their enthusiasm for it and the
positive feelings they derived from doing it. Some participants found it difficult to get
started on a new project (Wendy, Jenny) or to bring a makingeptap completion,
especially if it looked like it might not work out as had been hoped at the start (Rasa).
Others showed a great deal of determination to complete garments despite the
difficulties they encountered in the process and the known imperfections of the

emerging garment (Sophie, Steph).

Enjoymentand excitement

The experience of tackling a new project and learning new skills were common factors

in the enjoymentparticipantsderived from sewing.

L KAyl GKS Yz2ad Sye2eéelofS LI NIHa& | NS
coming to a challenge, like a full bust adjustment, and then actually working my
way through it and coming out with a cut out piece of fabric that | think is

gonna work. It'shose little... like passing those little milestones of doing each

X like learning each little bit. So | guess it's the learning is the most enjoyable

bit. Jenny(2)
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Rasaseemedcomfortable not always knowing quite how the projects she was working

on would work outasthis was where she felt she learnt the most.

But yeah, definitely the learning and obviously it's a physical tbamging apart
...or coming together, which is fun, and my brain has gonelanaybe | can

do this, and that, and that, and that. And | looked up like whole bust
adjustments because | was like that's going to be relevant at some point if |
want to make a top. Yeah, | just | enjoy seeing other people sew online and |

enjoy now learimg about it as wellRasg(1)

The m@rticipants frequently expressed excitement about sewing, ipaldrly staring
new projects wearing itemshey had madeor foreseeing the possibility of doing so in
future. This excitement sometimes led to sewing stbépingskipped accidentlyat the

beginningor rushed at the endbut of a desire to sea garmentfinished.

| just think, again I've said it before I just need to slow my whole process down
and just take, you know, but | do, | get very giddy about the sewing [laughs]
and the result Steph(3)

Jennywas particularly excited at how her first garment (a pair of pyjama shorts) had

turned out, especially because they fit her so well.

But yeah, cos.. but they're really comfortable, cos you don't want anything too
tight when it's pyjamas anyway. So they definitely wouldn't fall down, but
they're not going to be uncomfortable either. And like walking in them, | think
they're fine. So yeah, | was reallyogked and excited about the fact that they
actually fit! Jenny(1)

One of the thingshe participantsfound most exciting about learning to sew was the
possibility of being able to tailor clothes tioeir preferences (Sophie) or fit theto
their own body (JennyHowever as Rasa discoverdiiting clothes to the bodyid

not always turnout to be as easy asasinitially hoped.

15
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So sewing seemed like a nice slow fashion way to make some pieces that | can
actually like and can fit me better. But obviously, with the experience I've had,
it's not ... first of all, it's not that quick, and it's not that easy and still it might

not work out Ras&(3)

Pleasureprideand confidence

Garments that turned out well were a source of pleasure and pride for participants, as
was the experience of having successfully worked out how to do a certain task or bring
a project to completion. Thparticipantsalso took pride in the knowledge they had

gained and in the neatness of some of their seams.

Yeah, I'm really enjoying learning and you know, apply myself to something.
There is a massive sense of achievement of finishing a garment and having

something that | can wear. Yeah, | feel really proud of.tiiéendy(2)

And | think it makes me sort of proud that | now have more knowledge than |
did before. | find that really enjoyable like the learning aspect of it definitely.

l'YR L fA1S GKFEG A0Qa + ONIX TG o0SOl dza s
lots of crafts Rasg1)

Whenthe participants expressedleasant surprise or a sense of achievemthig was
often about how something they were making or doing had turned out betiebeen

easier than expected.

But yeah, definitely a big sense of achievement to make something like this

[Tilly and the ButtonsBtevi€Dress], especially on a second §ophig?3)

All the marticipantstalked about gainingewing confidence through practice, whether
that was through testing stitches or using scrap fabric at the start (Sophie), feeling
more confident cutting out a second pattern piece (Jenny) or applying skills learnt in an

earlier project (Wendy). Havingge/ G Sy Gl GA@St e i (GKS adl NI
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quickly grew as she got used to working with the sewing macl8he felt she would

gain confidence from being able to hold up her first finished garment.

it might not be something | actually wear because it's just like leftover material.
But once I've done that, it'll give me the confidence to actually make something

and | actually want to make, something that | can we&phig1)

When reflecting on what she had learnt over the three Making Peritndy felt
confident that her experience would enable her resolve more of the difficulties she

would encounter when sewing in future.

Yeah, but a lot more confident. And actually knowing that | can maybe work it
out a bit more. I've got neater. But | did start off with a bit of a tricky fabric

Wendy(3)

Rasa also felt that having more experience ametter sense of what was possible
gave her a better chance of resolving sewing issuégime. Steph, whchadnot
completed all her projects to her own satisfactjdelt her confidence had increased

despite this.

| just feel | feel like my confidence has just shot up. You know, | get excited to
make the next thing. Despite my I've got lots of things that have gone wrong.

So yeah, | feel like, | feel like I'm in this for good now [laudgbteph(3)

Uncertaintyand onfusion

As complete beginnerghe participants in the study often found written instructions
confusing. Difficulty interpreting these instructions or understanding the purpose of a
particular step in those instructions led to uncertainty about what to do, how to do it

or whether what had kieady been done would work out.
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So, | really struggled with this one, with the zigzag. It was very much a case of
not really knowing like where thiabric should be aligned to. And | guess the
zigzag is something that I'm notl still don't fully understand how it works. So

in terms of... like, should the point of the zig zag be over the end of the fabric
or should it just be at the end of the fabricit just doesn't really make sense

to me and so | think that contributed to me finding it quite difficult. And also, |

wasn't sure which was the best size to use or things like thexiny1)

Asdiscussed in Sectidh4, whenwritten instructions did not make sense, participants
would head online to find answers. Online content often proved helpful but could also
be contradictory, partial or simply misunderstodhere participants strayed from

the instructions or questioned an aspect of the garment they were makirey could
easilyfind themselves in a nrmansland where multiple additional questions arose

and the informationalighted onin different resources did not align with each other or

the specifictask at hand.

And the zipper is in the next step. And I'm trying td keep reading the
instructions goinghmm okay, and then watching some videos gotigs looks
different. Rasg1)

Inthese situationsparticipants usually persevered througlpeocess of trial and error

(seeSection 6.}.

Fear anxietyand frustration

All the participants expressed some anxieties or fears in relation to their sewing
activities, acknowledging that it can be dauntingto seep2 ¥ 2y SQa WwYO2 YT 2 N
(Jenny) and do something neihe @rticipant{iearswere expressed as a fear of

failure, particularly at thestart of a project

| think, so it's very much the measuring, tracing, getting all those bits done that
seems to take the longest time for me. | think maybe that's feat, fear of

messing it up at that stage. You can't unpick a Wdendy(2)
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| think | panic on this bit, trying to make sure it's all you know, set how it should
be. Because if this & wrong, the dress is going to be wrong. So | think | get a
little bit panicky Steph(2)

Most participants made a first garment or test garment using old fabric or bedding at

some point in the projecso they would feel less nervous.

| used bedding ... | was so nervous, you know, about doing this on the cord that
| ended up finding some old bedding and | thought I'm going to practice on this
before getting on to the real deal. And | did and it was actuallyn really glad

| did that Steph(1)

Some participants described feeling overwhelmed at times with lots of new
information (Rasa), sewing terminology (Sopluieg¢hoice e.g. of fabrics (Jenny) or
patterns (Wendy). Sewing machines, pins, patterns, zips and binding all arose in our
discussions as tools, materials or techniques that participants felt some trepidation

about. Some of these tuadouttonoto S | a4 A2 O0FNE |a SELISOGSR

Othersquicklybecame less daunting with experience

Most participants expresse@eling annoyed or experiencirfgustration with aspects

of sewing. These were most frequently due to confusion about instructions, problems
with sewing machines or tools and materials that were lacking or proving hard to
handle. Rasa expssed frustration with wanting to be neat but not having the space

she felt she needed tachievethat (seeSection 8.3

when | was tracing the patterns | was working on this like stupid small little
GFrotS X Al gla LKeaAOlt O2YSRe Ay | gl
thought about this task but actually it's executing it needs a bit more

forethought. So that was lib fun and really frustratingl | had plenty of

moments where | was likeh my god this is so infuriating. Also because you

want it to be neat and I'm not a precise person by natlRasg1)
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Disappointment

Where participants expressed disappointment it was usually because the results of

their sewing had not turned out as they wanted, either becatlmegarmentsdid not

look or fit as they hadhoped orwere not as well sewn athey would haveliked (the

wearability of homemade clothes @&ldressed in Chapter 7). Steph experietha

number of sucldisappointments, particularly with the dress she attemptednakein

the Third Making PeriodDespite being described on tkemmercialpattern envelope

Fa WOl aeQsr {GSLK O2yOf dzRS ®o ad¥ahcad far keh & LI NJ
The pattern included design details sh@dbeen unable to fathom from the

instructions and used a weighty stretgrseythat proved difficult for her to handle.

1a ¢Sttt a SELINBA&AAY IioRwasidlstdn® deyeimind&iohti = { G
Wm really, really gutted. ButanywayA 6 U & y 24 3I2Ay3 G2 adz2L) Y.
shown similar determinatioearlieror= al @ Ay3 aKS ¢g2dz R y20 W:
she liked it. &ph was the most prolific maker in the project and continussiving

beyond Phase Il of the project

Sophie showed similar determination when trying to complete her first garment during
the first two Making Periods, even though she knew the camisole she was making was

not something she would end up wearing.

| definitely want to persevere with this and I'm keenXaletermined is the
word X to get it done. So yeah, I'll B€I'm sure I'll be ecstatic when I've got

the first piece doneSophig1)

A summary of the affectivdimensiors of sewing experience is provided in Tab
below. The remainder of this chapter will consider the relevance of these findings to
the design and use of sewing resources and the cultural positioning of amateur clothes

sewing as a craft.
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Tablel0: Summary of the affective dimensisof learning to sew

POSITIVE EMOTIONS

Increase through practicé,

Excitement
(about possibility of
bespoke choice and fit)

Enjoyment
(from learning)

Pleasure & Pride
(from knowledge gained
and items madend worn)

Confidence
(from applying knowledge
YR WNBI f A

PRACTICE

Doing new things

Working with instructions

Relate to: Engaging with

tools & materials
Learning new skills

(internalising/assimilating)

w2 SFNFofSQ =

. o Trial & Error
(externalising/materialising)

Feeling your way

Chapter & Craft Learning & Emotion

NEGATIVE EMOTIONS

a Decrease through practice

Uncertainty & Confusion
(from not being able to
see a way forward)

Relate to: Fear & Anxiety
(about makingmistakes/
Decisiormaking having to choose)

(internal exercising agency)

Annoyance & Frustration
(with material aspects
tools/materials
+ time/space)

CKAy3a eé2dz O
(external materialities)

Disappointment
(of unrealised vision
aesthetic/fit/finish)
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6.7 Home sewing as craftractice

Trial and error

As we have seen, those wanting to sew clothes for themselves are well catered for in
terms of patterns and procedural instruction, with contemporary resources presenting
information clearly and simply in a supportive and encouraging tone. In conjunction

with these resources, the internet provides innumerable additional sources of

information ¢ written, visual and animated that home sewists can and do use to

inform their making practices or make sense of procedural instructions. What is less
obvious from hese sources, especially to beginners, is the enormous number of in
the-moment and aesthetic judgements that are involved in bringing clothes into being,

as illustrated in the experience that Rasa relagbow. Having made a partial moeap

of a skirt using a soft sheeting fabric, Rasa had multiple questions abwathe half

O2YLX SGSR IFNX¥SY:d YAIKG ¢2N] Ay (GKS adA¥
NB I f \Madlatiyigccb&ween fit, fall, style and her own skill leRdsa tried to work

out what to do for the best. Would completing the waistband make it fit differently or
aK2dZ R aKS RSOARS G2 GIF1S A0 Ay NARIKOG y2
fit of the end result? Where was the drop waist supposed to sit anyway? Was the

excess2 R2 GAUK SlFaSK 22dzZ R GKS GSad 3K N¥YSy
on over jeans? Would the stiffer fabric work for her if she changed the length of the

skirt? Should she make it as is and take the risk of ending up with something she might

not wear?

| like the colour and the pattern [of the intended skirt fabric], which is a reason
why | bought iff...] what was holding me back was not knowing how [I'll actually
want it to fall in the endo Xif@'m going to want it shorter | would like it to be
more fitted w XBaut if we're keeping that sort of wide-ghape aa longer skirt
then it can be slightly loose around the hips and just lie a little bit lawer 6
There was quite a lot ab X484 K | .(Ras&H a Q

The multiplicity of questions that arise and the judgements that must be made in the
course of a sewing projetF N2 Y GKS Gl OAG FyR fSFHald WOAZ

into fabric) to the more explicit and materially consequential (e.g. how dijulsa
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what | have in front of me so that it is wearabteare an essential part of the craft of
home sewinglt is only by navigating these uncertainties that sewing skills are learnt.
The need to make judgements and understand the consequences of the actions that
follow is what makes clothes sewing a craficticerather than simply an alternative
form of clothingproductionthat those with little experience might assume it to be.

This observation arises from my analysis of the negative emotions expressed by
beginner sewists, which tend to be related to the need to make decisions from a
position of uncertainty and grapple with the material reality of the making process,
including the use of unfamiliar tools and materials in oftenéss1-ideal domestic

workspaces (se8ection 8).

Ash Q/ 2 y vy 2ilNdelafiéniohér experience of glassblowitgLINE T A OA Sy O& Q
about making something perfectt is about? O2 YAy 3 dzLJ 6 AGK STFFSO0.
the problemsi KI i O2yaAradSydfe LINBaSyild (KSyaSt @¢
200).Developing the prerequisite skills to practice any ¢raftludingcreating and

working withtextiles,involves balancing knowledgand emotion with expectation

(Niedderer and Townsend 2018ownsend & Niedderer 20)6-orthose self

identifying as perfectionistssuch aslenny and Sophj¢he reality ofsewing as craft

practicec i.e. requiring trial and errog can be challenging. For Jenny, perfectionism

often resulted in prevacation at the start of a project, when choosing fabrics or trying

to set her workspace up so that the sewing process could go as well as possible.

And part of it was, you know, just my usual procrastination because once I'd
have to do it and it might not be perfect. But part of it was just ... and also the
perfectionist thing of | need to have everything ready so | can just get on with

it. But yeahjt was ... even just like setting up the room took ag#nny(1)

Sophie also made a tentative stantantingthe stitching on her first make to be neat.
If her seams were not as straight as she would like, Sophie would unpidearidem

again.
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Yeah, | think so sometimes I'm a little bit of a perfectionist, and I think, well,
one of the darts I initially did was really wonky so | had to unpick it. But I think
it's just | just need to remind myself that you don't see the inside stitching, so it
doesn't matter if it's not the neatest thing in the world. What matters is you

know, what it looks like on the other side of the patte®ophig1)

For beginner sewistsgpfectionismcan beboth a positive and a negative traA

degree of precision, and the perseverance to redo something that has not turned out
well, can result in bettetmade and more durable garments that might be more readily
or regularlyworn (seeSection 7.2 Butperfectionism can also make it hard to start or
finish a projectand so to engage in the process of trial and error that clothes sewing

(like all crafts) requires, with all the affective experiences that may bring

Craft and community

Craft is commonly associated with communityie social aspect of learning is

particularly pertinent to the learning of craft skills, highlighted in craft literature and
informing amateur crafrelated research (e.g. Twigger Holrd3@l3 Hackneyet a.
2016,Mayne 2020Willett et al 2022). As we have seenontemporary sewing culture

has a strong relational elemerthe style of instructiorand the online content

produced by indie pattern brands appeal to people on a relational Iéwdlserved

that begnners tend toward®nline resourcesi K & WaLISF (1 (2 GKSYQ |
some way as well as providing them with the information they feeytheed.Based

on the findings othe S4%roject Willett et al.highlight theimportance of O dzf (i dzNJ f
milieucto the adoption and continued pursuance of sustainable clothing and craft
practices(2022: 219) This sensef communityg being partof a social or cultural

milieu ¢ is whatmany people gain from online sewing groups and sewing biagh

asi K2a$S TSI (dzNBsRarck(3016)W&eéndylescribédyi@ashe had found
pattern reviews written by other amateur sewidts be a quicker route to

understanding aspects of the making process than some of the videos she viewed.

| think actually, in the end, it was less of a video and more of a pattern review.
So it was more ... | was looking for like sewalongs and things like that. But |
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think in the end, it was on a pattern review that people had said certain tips. So
that was again, it was like, I'm gonna, just quickly read this and it will say this
was good, | would recommend this or not this. Straight to the point. And if it
was sometimg that I'd been struggling with or thought about that just went,

Bing! Okay, I'm on the right lines. (W1)

Some of the more experienced beginners in Phase | were actively engaged in online
sewing communities whersewing experienceare shared. However, as complete
beginnersjf the participants in Phasedhgagd in these spaces at all it was mostly
from the outside looking irg lurking (Torreyet al.2009)¢ rather than being active
contributors bringing questions and experiences of their own to the discussion. Like
the interviewees in Phase |, the Phase Il participants had limitpdrson contact in

their everyday lives with other people who sewedeaningthat what limitedsocial
dimensionthere was to theirsewing experience watigitally mediated; via the online
content they viewed, the project WhatsApp group (whsaw onlylimited use) and

throughtheir VIEW encounters with me

One of the things that is particularly valuable about craft learning in a community
setting (e.g. in a class or workshop) is the ability to see others try and fail. Yéney
tried to reassure herseHlbout the outcomes of any sewing she might do in the future

shereflected on the visibility of impéections with reference t&ewing Bee

| find it [Sewing Beéegood though, that you see like all the things that like,
don't really go well, that the judges pick up on and it actually makes no
difference to how the finished product looks. So like, you know, 95% of the
population would be perfectly happy with thaagment and the judges are like
ripping it apart. And it's likegh, yeah, so it's fine. It doesn't have to be perfect

for it to be wearable. There is a hope for me [laugkghny2)

Several of the participants had become enthusiastic watche®&ewofing Beand
gleared sewing insight from watching others sewing and making mistakes. With so

much online video content edited to emphasise procedural steps performed
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W3 dzO O Soa servedzipdrt&ular narrativerather than showing processes and
practices that are more improvisational and context specific, it would be easy to
assume that making experiences that turn out to be messy and complex are somehow
a personal shortcoming.dihg able to see others try and fail can be instructive and
motivating when trying to learn a practical skifleflectingon their experience of trying

to deliver a practical jewellery course online during the Cd¥gandemic, Yother and
Teratani (2022) found that their initial approach to online teachgngsing Powerpoint
slides and pregecorded video demonstrationsfell flat. The approach they

subsequently evolved, using lstreamed demonstrations and stude@}shones

clamped in position to show and share their hands at work at their makeshift jewellery

benches, was considerably maseccessful

¢tKSe& gl 0OKSR SI OK 2{0KSNIN& KeksydRriedl & oK.
responses on their screens as we repeated demos and fielded their questions.

This eased their performance anxiety. Students found it easier to forgive their

own mistakes when they could see everyone else engaged in the same

struggle (Yother & Teratani 2022: 383)

Il ASYydAyS GASg Ayildi2 20KSNJ LIS2L) SQa dzy SRA
feature ofin-person encounters (e.g. classes, workshops, shared sewing spaces)

so readily found online and was not facilitated by the methods used in this research. In
this, the research mirrored the experiences that Phase | findings suggested were

common for contemporary sewing beginneygew of whom, likethe Phase Il

participants, had friends who also sewed.

In emphasisinghe importance ofcultural milieu to social practiceshe S4%roject
(Willett et al. 2022hnighlighsthe role of affect in determining those practices that are
adopted, shared and perpetuate@mply lecturing people about the dire
environmental consequences of common fashion practices generates negative
emotional affect. By contrast, engaging people in creative practices linked to more
sustainable clothing practices generates positive emotional affeit.). To develop,

continue and incorporate such practices into everyday lte, $4S project suggests
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requires asupportive and affirmative cultural milieturturing positive affecthrough
asense of communitganhelpto bridge the attitudebehaviour gap that is often
observed in relation to fashiogi.e. where people continue with clothing consumption
habits that are at odds with their ethical or environmental beliefe@ncerns

(Kollmuss & Agyeman 20P2s the Emotional Fit project also highlights, where
making clothes is understood as a secigtural practice and treated as suclt, has

the potertial to enhance a sense of personal agency (Townsend et al. 2017).

In her essay{appy Object§ NI ! KYSR RS & ONMJ o SattadhiighdS OG |
objects which might be values, practices, styles, or aspirations as well as material

things (2010: 29). Happiness, Ahmed suggégis dzNJ a dza sDRwelalRa 20 2
happy we are affectetly somethingwe are happybout itand this being happy

makes the something godabid.). What makes us happypersonal but also socially

and culturallyprescribed The associatioocommonlymade, particularly on social

media, betweerclothes makingnd joyful seHexpressioroffers a romanticised vision

of how sewing is, or should be, experienced. As Ahmed explains with reference to

women who are content not having childresgmeone whose experience does not

align with the positive affective associations of a dominant culhgeomed y WI F SO
I £ A Sy Q). &he ganerally positive tone of oand offline sewing resources

greatly enhances the desirabiliof clothes sewing as a hobby and as an alternative,
potentially more sustainable, form afothing productionHowever, resources that

obscure the omplexity ofsewing as a craftnay also enhance the likelihood of

affective alienatiorg that is, experiencing clothes sewing as more challenging and at

times less enjoyable thmait is commonly portrayed.

6.8 Conclusion

In the first half of this chapter | focused on the different kinds ofamd offline
NBE&2dz2NOS&a (GKIFIGd 0SIAYYSNE dzaASR oKSy adl NI.
experiences of using various sewing patterns and resources add to evidence from
Phase | and elsewhere (e.g. Martindale 2017, 2020) suggesting that indie patterns
generally cater better for the needs of sewing beginners than more traditional
commercial patterns. However, experiences with less well tried and tested indie
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patterns and less successful experiences with patterns from established indie brands
highlight the extent to which this newer generation of resources rely on-user
generated content and online communities to supplement instruction for those who

are completdy new to sewing.

The popular resurgence of interest in crafts, including sewing, is strongly linked to the

advent of online communities and social media content (e.g. Bain 2016, Gauntlett
2018). However, the experiences of beginner sewists in this research raise questions
about the extent to which complete beginners engage with those online communities,
or are able to navigate towards the content and communities that are useful to them.
Amongst the YouTube videos participants shared with me, there were many that
functionedbetter as entertainment or inspiration for sewirggperpetuating the
perception of clothes sewing as quick, easy, fun and sustaighkmn at relaying
technical skills or transferable knelmow to the viewer. The sheer quantity of online
sewing content ca make it difficult for those with little embodied experience of the

craft to discern what will be useful to them or to see what they need to see in the

videos they watch. What a beginner might need to see, as Jenny identifies, is not solely

the steps of onstructing a garment but the bodily actions of the maker: some insight
into their embodied (tacit or personal) knowledge, such as the focus of attention, the
subtle manipulation of materials or how it might feel to perform an action. These are
the aspectof a craft largely learnt through practice but which walafted resources
YAIKOG GaGSYLIW G2 WONARRISQ 0222R HAnco
especially when learning is solo and tway communication with other practitioners

is limited. The bservation that the participants in this study appeared to seek out, or
prefer content created by others who were in some way similar to them, suggests a
seeking of likeminded people to whom they could relate. However, the interaction
participants had witlthe content they found online was primarily from the outside
looking in, viewing rather than engaging with others. The fact that these participants
had not yet found online communities with which to engage more fully might reflect

their status as beginnsror their preferences for online sharing more generally. But if

2 NJ

LI NI 2F GKS aSFENOK F2N 2yfAyS NBaz2dz2NOSa |

then many woulébe sewists; especially those who do not fit the young, white, female
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and largely middlelass demographic dominant in online sewing spaocesght also

struggle to identify communities they want to join rather than observe.

The S4S project highlighted both the role of community and afféct LJ2 & A G A @S
Y A f 168 ttieECadoption and perpetuation of sustainable clothing practices and
associated textile craft skills (Willet et al. 2022). In the second half of thiserhiapiso

W (

GdzNy 2 GKS I FFSOGADS RAYSY&aA2Y 2F 06S8S3Ay:

hybrid and varied mix of erand offline resources discussed above. My analysis
identifies positive affect associated with the realisation of wearable garmeamisthe
learning of new skills; and negative affect associated with material aspects of the craft
that the participants felt were outside their control (due either to skill or circumstance)
and the need to make decisions (or exercising of personal agéoay)positions of
uncertainty. Having considered how the resources encountered by beginners
contributed to this positive and negative affect, | conclude that, while the availability
of abundant online resources makes home sewing appear possible anduliesite
reality of clothes construction and the skills it involves are more compé&xrbodied,
sensory, material and contingegtthan is popularly portrayed. Where the tacit
knowledge and community aspects of craft learning are poorly recognised ectesd|

it is to the detriment of beginners using predominantly online resources to learn
sewing skills. Further, | suggest that common portrayals of home sewing as a joyful
alternative means of clothing production that obscure the complexities of the craft
skills involved, misleads beginners and may alienate those whose initial experiences
are not so positive or who do not find a community they are comfortable sharing their

travails with.

Seeing others grapple with material practices can be beneficial and instructive to those
seeking to learn a craft, as Yother and Teratani (2022) suggest. My research also
reflects the limitations of using preecorded video to learn a craft skill in thessmce

of community and tweway interaction. Opportunities to witness processes of trial and
error are relatively rare in the edited content of sewing videos posted online. My
research also highlights some particular challenges in conveying 3D matetial craf

practices, such as those involved in clothes sewing, at full scale via a 2D-lscusmeh
167



Chapter & Craft Learning & Emotion

medium. These findings are consistent with understandings of the social aspect of
learning (Vygotsky 1978), the links between amateur craft and community found
elsewhere in craft literature (e.g Gauntlett 2018) and the research of others whose
work involves inperson textile craft workshop®.g. Twigger Holroyd 2013, Hackney et
al. 2019. However, these findings question popular perceptions of how sewing skills
are learnt by amateurs in a digital ag¢hat is, primarily through watching videos
online (Woda 2017).

Ly /KFLIGSNI 12 L gAftf I RRNBaa GKS WgSI NI o.
GAOK LRAAGADGS T FFSOGP LY [/ KFELIWGSNIy>S L Al
GKAOK OFy O2YLX AOIFIGS YR OANDdzYaONROGS 6S:

analysis to be associated with negative affect.
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CHAPTER WEARABILITY

7.1Introduction to Chapter 7Parts| & Il

In Chapter 6 | identified that the positive emotions beginner sewists expraessed

relation totheir experiences of learning to sew were often connected to the

materialisation of wearable garments. In this chapteiill explorewhat constitutes
WgSINITOoAfAGRQ FT2NJ 6SIAYYSNI aSgrada yR K:
support the making of clothes that makearearers consider to be wearabli doing

a2z L ogAfft O2yidAydzS (G2 o0dAfR I NAOK LIAOG
clothes | willalsomake connectiongetween the understanding of wearabiligs

explored in this chapter and the work of others approaching the design, making and
wearing of clothegrom different but related perspective ¢ including those otlesign

andpattern making(Aldrich 2013)home sewing and consiption (Martindale 2017,

Martindale and McKinney 201,83nd theaesthetic and physicalotion offit explored

through co-designin the Emotional Fit project (Townserad al.2017, Townsend &
Sadkowsk2018).

In Part | of this chaptgiSections 7.2.5), | willexplore aspects of sewing practice that
affect the wearability of homeewn clothes. Based on conversations with participants
about the wearable garments they made, | identify six factgiashion (here used to
mean garment type and style), fabric, fitym, functionality, and finislg that feature
inthese makers S I N&déeEsiRents of garment wearability. | wikn explore some

of the making experiences, processes and techniques, also discusseg diEW
encountersthat impact on the six wearability factoesidaffect the aesthetic

desirability and physical efficacy of homemade clothes.

In Partll (Sections/.6- 7.10), | willtake a broader view of wearability, encompassing
sensory and emotional (physiological and psychological) factors that are seen to be
significant to clothing preferences and to the contapecific decisions women make
about what to wear every dayoodward 2007 Townsend & Sadkowska 202 this

latter discussion | will focus on how the context within which beginners encounter
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home sewing may help or hinder them in making clothes that are wearable in the

sense that they are worn.

7.2 Wearability: Partl - Sx wearable garments

Experienced sewist, designer and sewing book author Rosie Martin (quoted in Twigger
Holroyd 2017: 87)lescribesamateur sewists looking at items they have made as if
OKNRdzZa3K | WYl 3y AT e Acyitiglal aBvihat véuld othepviRe be SA y 3 K
acceptable garments. Althougtetailedlevels of scrutiny were evident amongst the

beginner sewists in thieesearchg a tuck here, a hole there, a wonky line of stitchqng

the participants were mostly very happy to see fully formed garments materatise

all. In this sectionl will present examplesf wearable garmentsnade byRasa, Steph,

Wendy, Jenny and Sopha&d highlight where the six interrelated wearability factogs

fashion, fabric, fit, form, functionality, and finigharise intheir reflections.

WSyyeQa Lka2lFYl aK2Nla

WS vy ¥ir8t @aiment a pair ofpyjama shortgFigure 19)wascelebrated as wearable

primarily because they fit and function as they were intended to: they were

comfortable, held together and were preferred to longer pyjama bottoms, which had
0SSy 2yS 2F WSyyeQa Y2aG TFNBI dzSyldshedt 2 i KA
fabric, whichsheintended to dye, and with imperfections in their finish that Jenny (a
seltidentified perfectionist) well knew, these shorts were joyfully worn when they

were first nmade.

So yeah, | was really shocked and excited about the fact that they actually fit!
WXB8 ¢KSNB INB az2yYS flaughdl.fTiere ark sode téribly @S |
bits as well thoughJenny(1)

And then, you know, | have to say like, every time | put on my shorts, | do a
fAGGES RIFIyOS 6S0OldzaS L tA1S L YFRS GK:
the nicest pyjama bottoms I've ever had. | think all of my pyjamas might end up

being made out 0bld sheetsJenny(2)
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Figurel9-WSyye Qa Lkalk Yl aK2NIla YIRS FNBY aKSSG FFoNRC

wlkalQad bSg [221 aiANI

wk al Q& b S @Figyre2@asaBdwiakible in the sense that it could be worn

¢ it fit well enough and functioned as a skirand was made from a fabric that she

liked. However, the skirt was unlikely to be worn regularly becausenduerial

gualities of the mieweight woven cotton fabric useldad been at odds with both the

skirt pattern and thestyle of skirt thatRasa had envisaged making. Despite the skirt

y20 adzAdAy3 wlkal Qa OdNNByld aideftS LINBTSNE:

her friends about the fact that she had made it.

| have worn it out a couple of times. | guess the only issue is it's ... because of
the drop waist, it's not something that | would wear a lot. | am so used to high
waisted stuff now. So, when | wear a drepdisted skirt] | need to think about
thetoparR L QY f A 1S3 4shitt, byit hdvRIdes theZshird gd wikth ¢
the skirt, and how does this match? But | have worn itak bheen actually

used, so that's niceRasg3)
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Figure20-wl &1 Qa b Séwaipt8eal a1 A NI

{ S UsonaNBK a Q

[ A1S wlal Qa &l A Niiomthg SeSondkMaking RPericias2he ongé NB & a Q
item made during the project that she was happy to wear outside the h@fisgire

21). In trying to achieve the style of dress she wanted within her existing skill level,

Steph made a number of deviations from the pattern: she usedia3datli @MYic

with a slight stretch, avoided putting in a zip and eliminated the gathers at the waist of
GKS RNBaaoe ¢KS WIAPSQ AYy GKS FIONRO I|ff 2,
features and its nofraying quality meant that errors in theonstruction (e.g. the

application of the neckacing to the inside of the garment leaving raw fabric edges

exposed) were less consequential to the overall finish than they would have been in a
$620SY FILONARO® 5SALIAGS RSAaPNKOARYHIKSENBESHK
(S1) Steph loved the dress and was happy to wear it
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But if I'm being very honest, | love it. There's not anything I'd change. There's a
... there was something at the back because you'll see, as we've seen in the
videos, that | had to correct because ... | wouldn't walk around with that
showing. So | kindfdad to pleat the backo make it look neater. But | kind of
made it. Yeah. | really do like it. It's going in the wardrobe. The Cleo dress went

inside my sewing box. This is going in the wardrobe. So that's how much I like

it. Steph(2)

(a)

.
.....

Figure21-{ G SLIK Qa Wfabnéck yacing b jdeess back before adjustmeitt) dress
front, (d) making adjustmento neaten back skirt seaifvideo still)
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WendyQ @uff Top and double gauze pyjama trousers

Unlike the other participantsNendy made several wearable garments during the
project. When comparing the Cuff Top she made in the Second Making Period with the
pyjama trousers she had madethe first (Figure22), the double-gauzefabric andthe
roughfinishon the drawstringof her pyjama trousers featured in her assessment of
their wearability. The Cuff Top, in comparison, had been much easier to sew and was
something she was proud to share with friends on Instagram and wear out of the

house.

But no, it's been a really good really good learning curve and it's been nice to
show the picturegof the Cuff Topjo people and thé QINE that's like
something you'd buy and it's like, yeah, it is actually. You know, it looks like a
proper top. And like, you know my pyjama trousers did look like that as well
but | knew that by the end, like the drawstring and things like that, mdybe
over hemmed but now that I'm wearing them around the house, there's a
certain element of like, these are comfy and that's fine. But this [tme Cuff
Top]it's actually | will wear this out and that's a really good feeling. Yeah, it's
been good Wendy(2)
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D

Figure22-Two garmentsé 0 2 SYR@ Q& R2dzf Sodab dAd Sy RBQ& YN dz62 (i ¢i 2 MA



Chapter 7¢ Wearability

{2LKASQa W{USOASQ RNBaa

Sophieconsidered he second garment thaghecompleted during the projeat using a
¢cAffte FyR (KS .paiéni(Righd 23¢{o beSveakaBldBhevasb a a
surprised to have made a garment so successfully on only her second attempt. When
she spoke about her plans to wear the dresse the weather was warm enough,
Sophie emphasised its style and fit and the fabric she had chosen as things she

particularly liked.

No, | haven't | wagit ... | just tried it on. Because | only finished it last night
anyway. But yes, it's cold sol definitely will wear it. And | think | liked it
because it was just like a nice cool dress for the summer. It's not fitted. It's nice
cotton material and it's a good length. So | definitely will wear it. | don't know if
it would go... if it would go with tights so mucK IQ tefinitely wear that for

work as well, because it's quite smart actually. And yeah, it's just nice, nice

materid as well. It was so hard picking material in that...in the shop because

there's so many amazing fabrics but yeah, | quite like blue, so went for this one
Sophig(3)

Figure23-{ 2 LIKA $ Q& W4 @ibehgtshans (5) W& kingck detail.
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As illustrate in the examples aboy@ garment need not fully meetafl &S g A a0 Qa
hopes in order to be happily worn, at least temporarily or within the hoAsa

minimum, a homesewn garment that can physically be worn and meets at least some

of themakerweareiQd OdzNNBy i | S&AGKSGAO SELISOGEGAzZY
The positive emotiong pride, excitement and increased confidengbound up in

these materialised garments was motivation enoughtf@ beginners in this research

to want to continue sewing for the duration of thegect. However, as garment

wearability isan important factor in tle positive affectassociated with home sewing

(as identified ifSection6.6) it is woth expandingon the six wearability factorand

howz o6l 4S8R 2y (KS&S welrabiitymapoiina® noShatiewed Sy OS &
Having identifiedsixwearability factorsthat feature inthe abovemakerwearer

assessmentsf garmentwearatility, | will now expand omspects othe6 SI A Yy SNA Q
makingexperiences that contributéo these siXactors andn turn the wearability of

their home-sewn clothes

7.3 Fashiong Fabricg Fit

Below | will expand othe LJ- NI A OA LI yiaQ SELISNASyOSa 2F °
the first threeof the six wearability factorsfashion, fabric and fitThese three factors

which arefundamental to the design of garments and flat patterns (Aldrich 20hay

featurein the evaluation oshopboughtas well as homemade clothddartindale and
McKinney suggest$tyle, fabric,color YR FAGQ | NB Fff TSI GdzNB
sewistsc as consumers with the option to sephave more¥ O 2 yaveX@X1L82176).

Fashion

TKS 62 NR isUdeths dtvdagbfili€yfactorin this sectiorto denotegarment
type and styleDecisions about whdt/pe and style of garment to make and what
fabric touseare amongst the first deisiors thatbeginner sewistg as emergent

makerwearers¢ musttake.
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Knowing what you likend will wear

Jenny, who described herself as someone wdually dislikes shopping for clothes

found herself quickly confronted with the challenge of knowing what she was looking
for in terms of both pattern style and fabric. Drawn to home sewing by
disappointment withthe ready-to-wear clothingon offer, Jennysoonrealised that

home sewngwould actuallyinvolvemore purchasing decisions.

GKAA A& &2 LISNE2YIlIf®d ¢KSNBEQa y2 3IAdzARS
more like make what you want out of whatever you want. So that makes it

more difficult Jenny1)

As Wendy (3) observed et of the indie patterns designed for beginnease W1j dzA G S
02EeQ adefSa gAlK NBtlFGAQSte tAGGES aKlk L
preference or necessarily suited to all body types. Wendy was particularly conscious of
this, being 5ftl. In theThird Making PerioiVendyY RS (62 Wg &bndl 6f SQ
with an elasticated waistband (the Pocket Skirt from Peppermint Magazine) and

another dropwaisted skirt from a Clothkits kftvhich includes the garment outline

and surface pattern printed on the fabridpue to the low margin for error on the

pattern for the Pocket SkirtWendy ended up using a thinner elastic in the waistband
channel than the pattern had intended. This lssfstantial waistband changed the

I NXSYyGQa & AWeKdfeiniglhit Be le§s2stylah/oittering on her body.

Having been attracted to th€lothkits skirbbecause it reduced the necessary
preparationbefore cutting the fabric outit was onlyafter the skirt was made that

Wendy realised thait was not really the style of skirt she would normally wear. The

style issues Wendy encountered with both the Pocket and the Clothkits skirts, she
O2y Of dZRSRX YA3IKG 6S NBaz2t SR gAGK || WoA3
skirts in her wardrbe would have both a zip and some stretch to thlerfa and that

maybethese were the styleshe should be looking for in future.

{GSLIKZ ¢gK2 ai0FNILGSR 2dzi dzaAy3a I ¢Affe |yR
pinafore dresslater reflected that this wasot really a style she would wear unless
she was pregnant again. She had found it difficult to visualise herself in the pinafore
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dress, whereas her subsequentmakéil KS W[ SY2y 5NXaaQ | RFLIGS

pattern ¢ was more the style of dress sheuldwear.

Fabric

Asindicatedabove,fabric type isntegralto garment desigrfAldrich 2013). Téfabric
used to make a garmemtnpact not only on the aestretic appearanceof a garment
but onthe fit, form, functionality andinish of the garment (all explored below}abric

selectionis therefore,in many wayscentral tothe wearability of home sewn clothes.

Suggested fabrics

In contrast to shopping for readgnade clothes, where combinations of style, pattern

and colour are limited, home sewists face a wider range of judgements to make about

both garment style and fabric. Thist of suggested fabrics provided on pattern

envelopes may mean little to beginnemsho are unfamiliar with textile terminology
Furthermore the fabric that is right for the style of garment they are making may not

be the right choice for the beginner sewist. Steph chose to make her Tilly and the

Buttons Cleo Pinafore Dress out of corduroy. This was one of the fabrics suggested on
GKS LI GGSNY Sy@Sft2LISs s6KAOK LINRY2GSR GKS
a S o (practide ysewing with corduroy for a first garment was anything but simple.

After working with the fabric and struggling to complete the pinafore dr8ssph felt

aKS KFER 0SSy WoNI@SQ (2 aidhLhWIh R2AzY @zad KAY
G§2dzOKAy3 O2NR F2NJ I gKAESY Ldzi AG GKFG &
suggestns for her Margot Pyjama Bottoms in th&st Making Periodut concluded

GKFIG akKS LINPolofeée ¢g2dd R y20 KI @S OK2aSy |
0STF2NBKIFIYRQ 02mM0® 2 SyRe ang dmfdoregosdSor thd 6 NA O
garment style, buthe double layer added to the challenge of cutting and sewing fabric

as a beginner.

Online sewing tutorials for items made without patterns may not dwell for long on the
implications of the fabric being used or how its qualities contributthtowearability

of the item madeas Rasa realiseduring theSecond Making Period
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But the idea was I've thoughtoh, I'm going to go to the B&M fabric store and

I'm going to see if | can find something that's really fally, really drapey, so that |
could potentially make that skirt that | wanted before, following a different
video, because it looks very easy. But whatissed out again, which is really
funny, is that | was supposed to get a stretch fabric because she was using
spandex in the video. But obviously, you know, | didn't think about that

because | was just likeh, I'm looking for drapeRas&2)

Shopping for fabric

Buying fabriccan be overwhelmingespeciallydr beginners witHimited fabric
knowledge Jennybought her first piece of fabric from a mobile haberdashery that
serviced her local neighbourhodilbom the back of a van. Partly due to Co¥ig the
sellers had stayed in the front of the van and she had not felt able to ask questions
Jennysourced what she needed but had not enjoyed the experieAcgubsequent

visit to a bricksand-mortar shop proved no better experience for her.

Sq | literally just went in, did one lap, kind of went, | can't see anything I like,

and was panicking. And then just lektnny(2)

Wendy also struggled to find anything she really liked in a traditional haberdashery.
Having visited during a lunchbreahe had sttled for a gingham fabric as the best she
felt they had to offer, only to realise later that it reminded her of a dress she had worn
in junior schoolFurthermore the fabric did not have a clear right and wrong side
which she felt would be important to put the garment pieces together correctly. The
gingham fabric was set aside whidendymoved online tdind an alternativehat she
would behappier with. Although providing greater choice, Wendy found that online
fabric purchasing can be fraught with other problems including unclear fabric quality

and dimensions, price transparency and the veracity of fabric descriptions.

But so many, | kept finding likekay, this is how much | need, and this is the
price... Oh, they don't have enough of it. And, or actually, the price | thought it

was they're talking about quarter metres instead. offou know, so there were
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just so many discrepancies. | was liée, I've really found it. No | haven't, no |

haven't Wendy(1)

And then when | thought I'd messed up tfabric | was like just Googling black
linen straightaway just going, What can | get right now that can do this. And
then reading comments and things of peoplargpthis isn't linerH. his isn't

linen by the way, it was likekay, | don't want thatWendy(3)

Advice on the fabrics used for making garments from specific patternghanglaces
from whichother sewists have sourced their fabric are amongst the many things that
beginner sewists look for in blogs and online sewing communities. Both Jenny and
Wendy spoke about harvesting fabric information from Instagram and other online
spaces Several of the Phase | interviegs also spoke seeking fabric recommendations

this way.

Fit
Fit, dong withfashion andabric,is pivotalto the wearability of homesewn clothesas
it links both b the designerly aspects ehakingthat contribute tothe overalllook and

feel of the garment on the bodffashion and fabricandto the makerly skills involved

in garment constructioriincludingform andfunctionality, explored below)

Body measurement & size selection

The first fit decision that beginner sewists must make is which size to select, from what
areusuallymutg AT S LI GOGSNyaod al 1Ay3a GKS WNRIKIQ
body measuremerst Depending on how the body is measured, it is eagyroduce

widely differing results, which can sow seeds of doubt at the start of the making

process; as Wendy, Jenny and Rasa all experienced. Thetenty ofadvice online

about how to take accurate body measurements but there is still a degree of

judgement inthe size selection process, as personal measurement and size charts on

LI GGSNY Sy@St21LI5a Yire y2id O2NNBfFGS FyR |

a A1 S & Eurthermore tile amount of pattern ease an allowance added to body

181



Chapter 7¢ Wearability

measurements fodesignor fit (see Glossary in AppendiX) ¢ mean actuabarment

dimensions differ from those of the bodgs Wendy discovered.

| came out as a large on the measurements. But when | looked at how that
translated into sort of sizes, it seemed way too large, so | went for medium. But
| think actually, | could probably try a small, depending on the fabric and see
how that fits. But yah, just went with medium thinking that's probably what |

normally am Wendy(2)

It makespragmatic sense to err on the side of caution when selecting the pattern size
as it is easier to reduce than increase #hee of sgarment. But it is hard for beginner
sewists to judge how the size of cut fabric pieces will relate to the look and fit of the
final garment once the material in the seam allowances is subtracted in the making
process. If garment pieces are judged to bgger than neededbeginner sewists can
end up without a guide as to where their seam line should be, as Steph found when

sewing her Cleo pinafore.

| remember thinking when | was sewing, it doesn't matter if there's quite a big
width [excess on the seam allowance] because | can cut that off. | think | really
beared in mindX that it probably will be a bit bigger. So just don't worry about
it, you know. So probably, I think I've cut my pattern, and then probably just

gone... not followed it as such when I've been sewiSgeph(1)

If the decision is taken to reduce the size of a piece by taking it in at the side seams (as
Rasa considered doing on hdew Lookskirt and Steph did with her Cleo Pinafore)

then the shape of the pattern piece and so the fit of the final garment can become
distorted, with implications for the formfit and overall style of the garment, and so its

wearability.

Pattern alteration

By far the most challenging fit issue for beginner sewists (and perhaps home sewists in

general) is that their bodiesften do not conform to standard size charts. While the
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possibility of better fitting clothes is a major motivating factor for many begisrbe
technical skill and time involved in achiega good fit can bemunwelcome

revelation, as Rasa realised during the project:

obviously fit will be the next thing | probably focus on eventually because she
[Evelyn Wood; 2 Y S 2 F wl avintBg@sewirlg déygenBrientioned

this herself and | realised it myself as well just because it's pattern pieces | cut
2dzi YeasSt¥Fr GKS@QNB adAftt LI GGSNY LRAS
just gonna magically fit me best and better. It's literallf/tbk rack it's just | put

it together myself, which is sort of a silly, interesting, logical mistake that

people do with sewingRasa(1)

So yeah, | think the main lesson is just fitting is a lot more involved and difficult

than you think even when you already think it's difficuRasa(3)

LG aSSya GKIFGO GKS TFdzNIKSNI LIS2 LI SQéhe LIKE & A
more the body is discussed. Of the fRbase Iparticipants, Steph spoke least about

KSNJ 02Re &AKIFLISkaAl So {2LKAS YR 2SyRex 4|
respectively, did noéngagen any pattern alterationbefore making their garments

but later spoke about making alterations and preferring a different §hortening

pyjama trousers and ideally wanting a camisole top to be longgmny and Rasahw
RSAONAGSR (KSYaStg@gSa NBaLSOuA@Ste a KI @
KSIgeQ owmoX 020K 2LI SR afutbusadjudineNEBA)I KS  LJ
to patterns during the project. FBA is a common topic of discussion in online sewing
communities (including some for whom this is a unifying integesiy. the Curvy

Sewing Collectiyebut receivedimited, if any,mention in pattern instructions. Those

with Hon-standardbust measuremergwanting to sewin orderto have tops or

dresses that fit their particular proportions are confronted with a jugglingoativeen

written pattern instructions and online resourcess Jenny and Rasa both found

Amongst the wealth of online content covering this topic, beginner sewists encounter

conflicting advice (e.g. on where and how to measuamg]j tutorials that show only
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part of the process or demonstrate on garments with darts in different places from the
pattern they are trying to alterThe technical nature of pattern adjustments of this

kind can be either satisfying or gfutting, depending on théndividual Jenny
RS&AONAOGSR KSNJ FGdSYLIWd a4 YF{1{Ay3 GKS LI GG
Al GAATEFEOUAZ2Y FTNRBY KI@Ay3d NBFIOKSR GKAAa Wi,
sewWol aAOlIffe AGUA 2dzad fA1S R2AyRasaanl t Odz

the other handfoundtrying to figure out pattern adjustments step too far.

Yeah, it's a lot more mathematical aXd 3 S 2 Y S (i N& eveér prepgardd ( K |

to do after | finished schooRasa(3)

| was very much prepared to do all the moving, the hinges and the moving

down. That made sense to me because it's flat. And the moment they [online
instructions] were like, right, so your apex point has moved and it's on you to

decide how you do the dartyhether you need to stay in that position or you

want it to moveX how the dart moves. | was like, Oh, my God! With a dart, it

takes away thingie [fabric] and it makes a tent and then how.dd touldn't

GAadzZ £t AaS X GKSNBUa BKatyouhave  gaithioBdlda R2 g

and also other variables. | was likdy, this is where we're clocking ouRasa(3)

7.4 Form¢ Functionality¢ Finish

Having looked briefly at experiences relating to fashion, fabric andafili, how focus

on thesecond threeof the sixwearability factorsform, functionality and finishThese
factorsrelate most directly to themakerwearelQa N2t S Ay GKS 31 NX¥ Sy
process andall link to common sewing practices and techniques that beginners

encounter in pattern instructions when first making clothesdGlossaryn Appendix

17).

Form

For a garment to be worn it must be formed in such a way that the interior space will
accommodate, and allow fanovementof, the human body. The cut and construction
details that account for this are designed into well drafted pattefettern notches,
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staystitching and darts all encountered bythe participantsinvolved in this studand
discussed in VIl encountersg are all aspects opattern design andyarment
construction that help to bring garmepieces togeher into a 3D (wearable)form.
Theseaspects of garment making go unnoticed (or are absent) in réadyear
clothing and so are often encountered by beginner sewists for the first time as

unfamiliar language in pattern instructions.

Pattern notches

Pattern notchen home sewing patterns provide a guide to the alignment of pattern
pieceswith one another(Figure 24. Becauselie purpose and value of the notch is

rarely apparent to beginner sewistshighlightedthem duringthe introductory Phase

Il workshops| hoped that if the participants hadheardof notches they would be less
bemused by them in their first sewing patterngxplained that iis easy to miss out
notches when tracing patterns or cutting out garment pieces, especially as a beginn
Furthermore, i notches are not consistently mentioned in pattern instructicthey

can be overlooked during the making procdadIY Cut & Sew tutorials, these guides
are usually dispensed with altogether. The relative simplicity of the garment shapes in
beginnergpatterns means the absence of notches, or attention to them, may not be
overly consequential. However, misalignment of fabric can have a significant impact on
GKS FSAadKSGAO IyR LKeaAOlt 6SINIro«GebAlte 2
Pinafore mentioned above. Having tested out the pattern using sheet fabric and noted
that the dress was going to be quite loose, Steph did not use the notches to align her
side seams or the facing pieces. As a result, although still technicallplegworn

only once at home amongst family before being returned to the sewing box), the dress
was flatter (less 3D) than the pattern design intended and was slightly distorted

around the sides where the facing was sewn.
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Figure24 - Notcheshighlighted in recdotted ringoné I 6 ¢ Af £ & | WR S@K §38 2dziih 2 yi NP &
pattern and (b) Simplicity K1620 pant pattern.

Where attention is paid to pattern notches, they can provide welcome reassurance

when they match upthiscan be something of a surpri¢and delight)

when it came to actually putting the pattern pieces together and matching up
the notches Iwas like. WK Y& D2RX Y& y2G0KSa YI (40K
know, a fluke or something and then | realised well, no, actually they're

supposed to matchJenny (1)

While makinghe bodice ok SNJ W[ SY 2y 5 RdacndMakinyd@ih&eph (i K S
paid greater attention to notches and felt this had made a difference to the quality of

the outcome.However shelater lost sight of the notcheand theclues they might
haveprovidedwhenjoiningthe bodice and skirtogether, contributingto the

alterationneededto neaten the back of the skirt by adding a pleat.
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Staystitching

Staystitching is another technique that the participants often encountered in the
patterns they worked with. This technique contributes to the successful forqargd
therefore thewearability¢ of homemade garments by limiting the risk of fabric

moving orstretching out of shape, especially around curves, during the making
process. By doing so, staystitching aids the proper alignment and distribution of fabric
pieces relative to one another (between notches) to ensure that fabric and volume

within the gament are positionecisneeded to accommodate the moving body.

Rasa encountered staystitching for the first time in the instructions for the skirt she
was making from a commercial pattern in thest Making PeriadAs beginners

commonly do when encountering unfamiliar terms, Rasa searched online for more
information. The advice she found helpfully guided her to aim for a stitch line at 1.3
centimetres, within a 1.5 centimetre seam allowance, to shorten her stieth, and

to make the line of stitching in two halves (again to avoid distortion). On returning to
the pattern instructions, Rasa was able to make sense of this information and proceed.
However, the instructions (erand offline) cannot account fahe difficulty of sewing
accurately at a precise distance from the raw edge of a piece of fabric, particularly
around a curved edge. The line of staystitching that Rasa sewed was neither as curved
nor as consistent as the instructions intended or she had hoped. Being an ineahsist
distance from the raw edge of the fabric, the resulting line of staystitching bad n
necessarily added to the stability and evenness of the curve and was also ersthie
outside of the finished skirt. While the resulting skirt was still wearable and had been
worn out of the house, Rasa descrilihe stitching at the waist at different times as
020K WdAaAft & Q (RYdqulthaugetihsNdRoyfify2sdrredisible inFigure20

(Section7.2 above)

Darts

Darts,like facings (se8ection6.5 and Finishing beloyyare a step that beginnerdten
find hard to understand from pattern instructions alone. Rasa, Steph and Sophie all

encountered darts in the items they were making and searched immediately online for
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more information. Steph spoke about watching and rewatching a video to understand
which way to fold and sew the fabric and how to finish the darts at the tip, which were
both common uncertaintiesVhen preparing to sew the bodice bér dress Steph

turned the fabric one way and then the othtr seefor herselfwhich waythe folded

fabricshould be positionethefore shepinnedit (Figure 25h)

Figure25- Stephworking on thebodiceR I NIi & 2 ¥ K § (4) ctittingovitayric RitdBS a & Q
bodice outline and darts marked on {b) folding fabric to pin darts in plag€) sewing bodice
darts.

Rasasewed darts in her skitentativelyin the First Making Perigéhaving not
preciselytransferred ther positioningfrom pattern to fabricbhefore doing soShehad

a good understanding of the purpose of the darts (to create shiapestill foundit

hard to visualisehemfromflatto3D]  § SNE ¢ KSy g2NJAy3 2y |
researchinto the technique yielded multiple sources of informatithrat focusedon

different aspects of dart sewing, including how to finesse the sewing of the dart tip

and how to press the newly shaped piece over a folded tea towel. Unlike Stbph

KFR 32yS AGNIAIKG G2 I ¢Affe yR GKS . dzi
enjoyedwatching Vintage Inspired sewing conteatten encountered more detail

than she could put into practice. The sewing of the dart tip was something she had
really focused on and tried several times to perfect but the techniques she had picked

up in the videos, she realised, were perhaps more adedrthan she needed. All three
18¢
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women(Rasa, Steph and Sophie)sewed some of their darts more than once to

arrive at a result they were happy with.

Functionality

For a homesewn itemto befunctionall Y R ¢S N} of S oSe&gzgR |y A
pieces that havéeenjoined must hold securely togethe®eam allowances and

backtacking both have implications for the structural integgignd so, the

functionality ¢ of the garmentanade byhome sewists. Again, these aspects of

garment making are ones that often go unnoticed (or differ) in shopght clothes,

and which beginner sewists only become aware of when trying to make clothes for

themselves.

Seam allowances

The fabric of the seam allowaneetsas a buffer between the stitched seam and the

F I 6 NA O Q agenshidnghe dgaianieces hold together. It can be hard for
beginner sewists to maintain the level of machine contegjuiredto achieve an even
seam allowance. Too narrow a seam allowance and the fabric might pull@asurt
Wendy found after rgoining the two halves of her Pocket Skirt front panel with a very
narrow seam allowancd oo large a seam allowance can have implications for fit, as
Sophie €It might have happened on her Camisole THpe raw edges of seam
Ffft26lyO0Sa INB O02YY2yifeée WTFAYAAKSRQ Ay az
overlocker. As the seams in most basic garments are stitched in such a way that the
seam allowances end up on the insiddas not always obvious to beginners why the
finishing of seam edges might desirable. Whether and how seams are finished is
partly an aesthetic choice butiepending on the fabric usedan also be critical to the
structural integrity, andherefore the functionality and durabilityof the garmente.g.

in use and launderingHaving opted noto finish the seam allowances of a linen skirt
Phase | interviewegllydescribed her disappointment when the skirt emerged from

GKS gFaKAYy3 YIOKAYS dzyoSIFNroftS FyR 2214

. SAAYYSNBQ dzy OSNIFAYGASAE adz2NNRdzyRAYy3a GKS

because the step is either not mentioned (as in many commercial pattern instructions)
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or is illustrated and/or demonstrated in online videos using an overlocker (as is often
the case for the indie pattern brands). It is common for these written instructions to
suggest those without an overlocker (i.e. most beginners) zigzag their seararadiew
insteadc but may provide ndurther detail about the size of zigzag stitch to use or the
positioning of the stitches in relation to the seam. When making pyjama bottoms in

the First Making Periooth Jenny and Wendy struggled to finish their searge=d
following Tilly and the Buttons instructions that guided them to trim their seam
allowances before zigzagging. The level of precision (machine speed control and fabric
handling) required to do this around a curved edge madmard for both women to

complete this step in a way that was either neat or fully effective.

Backtacking

Backtacking; a few stitchessewnback and forth over each other at the beginning and
end of machinestitched seamto stop them coming undone is anothersmall step in
the sewing process that easily forgotten or overlooked Hyeginners Again, i is a

step that will not necessarily be mentioned in pattern instructions, and asistah
aspectofi KS WI & & dzY Swhich] ag ®esaiv $ Bett®5. heginner sewists
criticise sewing instructionfor. Unsecued seams can easily undermine an item of
homemade clothing that would otherwise have been wearable and durable in use. |
had taken care to demonstrate starting and finishing a seam ddhn@gtroductory
workshops. Nonetheless Jenny (and likely others) often found she would forget to
backtack out of excitement to start sewinfsthe beginners encountexd different
techniques in the course of their sewing activitaggl gleared information from online
sources, questionsften aroseabout steps like backtaaky and when they might or

might not be necessary.

Another thing | find interesting actually is backstitching because some people
always mention it. And mention it almost as a point and@ayin this thing

you want to backstitch both for the front and the back [at the beginning and
end]. Sometimes they don't mention it at all. So the logic behind backstitching
for me is... even though | understand it, sometimes I'm like, Do you just do it at

the end, do you do it always at the both times? Rasa (2)
19C
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wk al Qa drgldde8 ddhe sewinpédarts on a bodicewhich are best secured
with a backtack at the side seam but tied off at the dartftipa better finish.Shehad
found conflicting sources of advice and demonstration of this step onlereny asked
if backtacking was necessary when topstitching and Wendy when hembirggto
their lack of experiencéeginner sewistsnay have no reason tifferentiate
between a structural seam (one that holds two pieces of a garment together and
requires baktacking) and other lines of stitching where backtacking is either not

necessarywhen stay stitchingdr inadvisable (such as at the tip of a dart).

Finish
The finishofagarmemil KS Wy ST Gy SaaQ 2N 2¢slaS NBA &S 27
important factor in whether an item of homemade clothing will be worn. For self

identified perfectionists like Sophie the link between neatness and wearability can be

very clear.

LdY | oAG 2F | LISNFSOGA2yAaGd L fA1S

know | would be less inclined to wear ®phie(3)

While many aspects of Yy S G 2 NJ Wlreat $olthda $kib dndaecuridy vith & K
whicha garmentis constructed, some such as facingsare integral to the design of

the garment, andherefore areembedded in thepattern andits instructions

Facings

Facingsare another aspect of garment design and construction that may differ
between homemade and shepought clothes. As we saw 8ection 6.5the

application of facings is an aspect of clothes makiag the beginnesin this research
found particularly challenginfpr two reasons Firstly, facings often include a layer of
interfacing which has to be he&ionded to the fabric to stabilise it before the facing
piece is attached to the rest of the garment. Pattern instructions do not necessarily
provideany detail on this, leaving the beginner to find out for themselves what they

need to buy and how to apply it. Thokmkingonline for more information might find
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advice that is contradictory artthve todecide betweenor sometimescombing

suggested approaches.

)

Figure26 - Hand cam video stills showing my hands as scgimed during a conversation Step a
second VIEW encountabout facings

The second challerggthat facings present for beginners is tbeentation andposition
in which they are sewrAsalready discussed iBection6.5, all those whdad
encountered facings were initiallummoxedby the fact that thefacing pieces first
stitched on the outside of the garment before being turned to the insithere it
coversthe raw edges of the fabriéVhile the purpose of facings is to neaten and add
structure to garment openings (e.g. neck, waist, armholes), inexpertly applied facings
can impact greatly on the form as well as the finish of a garment. Some garment
patterns, particularly those from ine brands, use bidsinding instead of facings as a
finishing technique. Jenny, who encountered binding rather than facings dinigg
research studysimilarlyfound the instructions foapplying the bindingdifficult to
interpret. Having not been able to make sense of the instructions foSceut Tee,
Jenny asked me premptively how bindinghouldwork. When | demonstrated this
step, it became clear that Jenhgdfound the instruction for the application of the
binding countefintuitive in much thesame way as Steph, Sophie and Wendy had
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when encountering facingg his misunderstanding hawade it unclear taJennywhich
pieces of the fabric should be trimmed and whwbuld be turned through to encase

her raw fabricedges.

Understitching

Understitching used to keep facings in plagiee. fully inside the garmerand invisible
on the outsidg, isyet another unfamiliar term encountered by beginner sewists.
Understitching can be fiddlas thepieces of fabric to be stitched€am allowance and
facing are already joined together and so will not easily lie flat as the line of
understitching is sewrBeginnersoften find thepattern instructions for understitching
difficult to interpret, which leadshem to look for supplementary information online

or alternatively skip this step altogether. Sophie, who skipped the understitching on
her first garment (the Camisole) could really see the difference understitching made

when she did include this step on hercsad garment (thé8tevi€Dress)the

neatness dbwhich she was very pleased witkRigure 27)

Figure27-Unded 6 A § OKAy3a K2t RAy3 ySO1 FILrOAy3a Ay LX I OS
visible on right of picture close to fabric edge.
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2 KSYy WSyye |a1SR o2dzi dzyRSNEGAGOKAY3AZ
to me to explain why they were so hard to grasp. When | showed her what the
instructions meant anavhy understitching was helpful, she immediately saw the value

of this technique for the finish ai garment.

that's really cool because, um, I've seen that happen on clothes that I've
bought, where it starts to roll, and it's really frustrating. So that's good to know

that there's a way of stopping it happ&g. Jenny(2)

Wendy also saw the value of understitchimgaving seen the differencenderstitching
made to her Cuff TgqpNendy usedhe technique on her Clothkits skuiuring the

Third Making Periodeven though it was not included in the instructions. She also
proudly explained the technique to her sise’ & A F L QR cingl@dibgy 0 SR
the reason for doing it which shed learnt from an Evelyn Wood (Vintage Inspired)

tutorial.

Pinning and pressing

Less technical aspects of sewing practsteh agpinning fabric before sewing or
pressing seams after stitching them, are amongst thosationed only intermittently
in pattern instructions. How to perform these actions and the value doing so might
have for the finish of a garment are niobmediately clear to sewing beginners. Like
other steps that are not fully understood, these p=of the sewing process are often
skipped or disregardedboth by beginners anty thosein someof the Enthusiast and
DIY Cut & Sew videtisey watch However, the value of actiorssich aginning and
pressingbecame more apparent to some participants as a result of their sewing
experienceas Rasa highlighted when reflecting on what she had learnt through her

experience during the project.

Because obviously sewing requires so much more preparation if you want it to
fit nicely, from actually finishing seams to pressing them every time you do one.
And it's something every beginner goeh, surely | don't actually have to do

that. But then like actually | need.t&asa(3)
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As several of the participants noted during the proje¢lgse aspects of sewing
practice make a surprising difference to the final appearance of a garment and its

wearability beyond the initial thrill of having made something that can be worn

7.5 Making wearable clothes

As seen abovdhere are many different practices and techniguesscountered by
beginners that impact on the wearability of the garments they m&ame of these
practices and technique®flect differences between homemade and shbpught
clothes. Some are mentioned only intermittently in pattern instructions which, for
brevity, guide sewiststepby step through the piecing together of a garment and not
momentby moment through the whole processf making it For simplicity, many
Enthusiast and DIY CutSewtutorials skip some of these processes and techniques
altogether. The purpose and material consequences of these aspects of garment
making are, therefore, not always evident to sewing beginti@rsugh the resources

they use or the online content they watch

Garments sewimuickly, without attention to these processes and techniquemy be

wearable (ornocd SS wl &4l Qa (62 SELSNASYyOSa sAGK &
Appendix16). Theymay serveheir purpose by demonstrating clothes making to be

possible offering asense of inclusion in a current cultural trend or a sense of having
someW¥ffectoy’ (i K S (Dis@nisyfake ©995). Howeverjvgn the importance of

garment wearability to the positive affect associated with learningaw/clothes és

identifiedin Section 6.5, it seems unlikely thatgoplewould continue swing clothes

if the time spentwas repeatedly urewarded with something new to wear. Some

participants who had skipped steps or strayed from instructions on their earlier makes
started to trust the patterns more, usgechniques such as pinning and pressing more

often or adda procesdo a subsequent make for the neatness of finish they could see

it might bring.These techniqueare triedand-tested methods for achieving more
objectively(physically and aesthetica)lywearable resultsWhether beginner sewists

f S Nyand¥ereQ (KSasS FalLsSoda 2F 3IFNX¥Syda Oz2y
functionality and finish of the garment they makeydepend, to a large extent, on

whether or not they continue to sewVhatever their early experiences of sewing
19t
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those who do continue to sebeyond a first make are likely to encounter the
processes and techniques highlighted here sooner or létePart 11 of this chapter |
will focus more on thesubjective aspects d#earabilityQthat impact on whether or
not a garmenis worn beyond the initial thrill of it being realised as an item thah

be worn

7.6 Wearability: Part llc The most sustainable clothes are the ones we wear

Wearability is central to whether or not homemade clothes are sustainable, in the

sense of whether or not they amgorn. Ashighlighted inSection 5.2peopleare often
motivated to try making their own clothes because of associations that are made

between DIY construction and sustainability. But, as Fletcher (2016) emphd#séses
sustainability of clothes is in their uddomemade Iothes that are not wearable, or

that do not pass into regular use, are not, in and of themselves, a sustainable

alternative to shogbought clothes. As identified iBection 6.6the making of
WgSEFNIofSQ Of20KSa Aa fAY{SR (G2 LRaAAGAODS
conty dzZSR LINF OGAOS 4A0GK NBAYF2NOAYI LRAAGAD
wearability of clothes made in futurds Twigger Holroy(P017)identifies, £elings

about homemade clothes, which determine whether they are warmot, can be

complex (2017)Most, if not all, beginners make and test at least some garments that

are destined not to be worn because they fall short on one or more of the six aspects

of wearability already exploreih Part | Assessments of wearability from a more
sensoryandemotionalperspectiveg i.e. what it feels physiologidgland

psychologicdy good to wearg will vary between individuals and may differ over time.

As one of the knitters quoted by Twigger Holroyd suggests, what was initially seen as a
WgAYyQ FT2N KFE@GAy3a ySOl FYyR FN¥YKz2fSa Ay (K!
Wi Y2 NBE CRIV:B4).@s Woodwar® (2009 highlighdscisions about what

will and will not be worn are always context specificthis section | will focus dmow

the cortext within which beginners encounter home sewing and the resources they

use to support their making practices may impact on the wearability of the clothes

they make beyond the initial thrill of having made them.
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7.7 Personal style & agency

As we saw in Part |,iven searching for ideas of what to makeginnersare looking to
identify the kind of garment thewant to make andcan makeat their current level of
skill, andthat theywill wear. The patterns and instructions available for home sewing
change over time more slowly thamopboughtfashions. Many patterns for similar
garments are available across different pattern brands/andirculae secondhand.

The newer indie pattern brandgraduallyadd new styles to existing collectignghich
are otherwiseslow to change. Popular makes with social mddiahtagghat receive
multiple mentions in online sewingpmmunities (e.g. the Ogden Caimim True Bias
the Zadie Jumpsuirom Paper Thegr Patterns the Winslow Culottes@ | St Sy Qa
Closet Patternsor the Assembly Line Cuff Top that Wendy made inSeond Making
Period become part othe style lexicorfor committedhome sewistsDIY Cut & Sew
videos, demonstrating thenaking of garments without professionally drafted
patterns appear tobe more trend led; currently lots of cottagecore shirred gingham
dresseg; whichalso remain available onlineng after the fashiortthomentCthas
passedThe p NI A Odhaides/ofivéh& to makeppeared to be guidedhore by

what they thoughtthey would wearthan they wereled bytrends. However, as we saw
in Part | knowing what they wanted to make and would wear was not always

straightforward.

In his exposition on th&sychopolitics oFashion Otto von Busch (2@} highlights a

distinction between positive and negative freedom which origisatéh Isiah Berlin.

The distinction, as von Busch explains, is between positive freedom, understood as a
WFNBSR2Y (2Q OO0 ¢gA0GK | 3SyOeszs FyR yS3al GA:
the discomfort of having to take full responsible for our actiorex{B 1958 cited in

von Busch 20®. In the context of fashion, where we must all select clothes torwea
SOSNE RI&Z LRaAAUADS FTNBSR2Y OWINBSR2Y (2
dress) in certain ways. Psychoanalyst Erich Fromm suggesthis responsibility puts

W f20 2F LAEOK2f23A0Ft YR AYUGNRALISOGA D!
paraphrased in von Busch 2D22). In contrast, negative freedom channelled through

0KS Wyl NNRBg y20A2ya 2F AYRAGARAZ tAAGA0 O

decisions\on Busch 202 22). Straying too far from the norms of a mainstream
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consumerist society can put us at risk of humiliation or alienation. As Twigger Holroyd

puts it, drawing on Csikszentmihalyi and RochHerg t (iThg/N\Eaning of Things

OMpy MO T WAT 2dzNJ LJ2aa&aSaaAa 2y ausvitNiBoselagbind dzy dza
dza Q OHAMTY ¢Qyovd

For beginner sewistsuch aslenny, who are drawn to home sewing in part because
iKSe F¥SSf olRté& &ASNWSR o0& GUKS Of20KSa I @l
act is two sided. It is the hope Jenny feels when she thinks about things she might one
day be able to make but alsbe unexpected burden of responsibility to know what

she wants. As Twigger Holroyd highlighit® clothes availableeady-to-wear in shops
KIS 0SSy taghiof indestryip®iesRion&(2017:99). In the absence of

this validationc as we negotiate our sef Y 3 S W6 Fira§ingd fow Btlokzié)

I LILINI A &S 2 dzNde prashdst bf Miakin@dbiown clothes can increase

anxiety along with the number of decisions that must be made (201 70ti@inal
emphasis see also Woodward 20D7The origins of paper sewing patternghie
nineteenthcentury and their marketing over the last century and a half have been

based on the capacity of such patterns to offer home sewists access to thedptiest
(SpanabeEmery 19992020,Hackney 1999)ndie patterns althoughfrequently sold

as PDF fileandrelativelyslow to changever time are the latest incarnation of the

paper sewing pattern. These patterns, with their named designers and associated

online content and communitieprovide home sewists some reassurance that what
GKSe FTNBX YI{1{Ay3a Aa WYHOOSLIWlIoftSQd . dzii GKS
in a combination of their choosing. In these combinations lurk the physical affaedanc

of fabrics (see below) and the semiotics of fashion, both of which affect how the
NBadzZ GAYy3 3AFNYSYyd YAIKEG GdzNy 2dzi 2N 6S W
(Woodward 2007).

These aspects of our clothesheir material qualities and the cultural work they do
may not beonesthat amateur sewist havepreviouslypaid such conscious attention
to. As described in Sectiah3, Wendy stepped backom using gingharpartly
becauseat reminded her of a school dreste had worn as a chilthe memory
prompted some doubtWhileThe Assembly Line Cuff Tgatternis popular with
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home sewists and gingham fabhas recently beet 2 vy {ithéIpattétrOand fabric
G§23SGKSNI YAIKG Ay O iffedentyFblldwing ofherpéoblé Q a2 Y S|
online to glean fabric tips for a specific make can reduce the risk of getting fabric
OK2AO0S&a WogNRYy3IAQ OSAGKSNI aidechueniyante f & 2 NJ

sewists have found their style niche within the wealth oftpen options.

Many of the indie pattern brands that are popular with beginnerscludingthe Tilly

and the Buttondrand which wasnost frequently referenced by Phasaterviewees

and Phase Il participantshave a youthful aesthetic in terms garment style which

may contribute to the impression of home sewing as a youthful pursuit (Fletcher, 2016
Twigger Holroyd 2017). Interestingly, it was Wendy and Jerooth women in their
earlyforties ¢ who discussegersonal style the mosperhapssuggestinghat the

younger participantdelt better catered for, more confident or perhaps lessf

conscious ofearful of judgements they started trying to make their own clothds

the InPerson Workshop, as participants leafed through various sewing books, Wendy
was drawn toa book¥ N2 Y (1 KS a | TonRID? betaiisg shawedmodels

of a slightly older age groygigure 28)Just as in the readp-wear market, whictihe
older women inthe Emotional Fiproject felt failed themin terms ofstyle (Townsend

et. al 2017), the market for home sewing pattemqparticularly thoseaimed at

beginners is skewed towards a younger audiengée. a consequence the positive
WFNBESR2Y (G2Q FOG YIré 05S02YS Y2NB FNI dZAK

dominant demographic.
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The uncertainties surrounding sgifesentation described above are by no means

limited to those who choose to sew their own clothes. At a recent enactment eagent

LI NI 2F !'Yeé ¢é6AITIASNI | 2 f{(iNBhEhR @68 spa@ticipaliph 2y CA
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two participants voiced the sartorial challenges that maeppleface well into adult

life. One participant lamented why it hadken her so long to work out what suited

her instyleterms(Fashion Fictions 2023Anotherdeclared that the outfit shevas

wearing and wore different versions of daily, where not the clothes whatedto

wear. Those who choose to make their own clothes give themselves the opportunity to
explore thesequestionsc W& K I (ime@ dZA i B WKl 2 &RSriorldlly, In
doingsotheyp SO2YS Y2 NB WiNds dwnigtyedardaéciSiehs ab@uNdhat

is wearable for them, from both physiological and psychologi¢sénsory and

emotional) perspectiveEven with a wealth of online resourcagailable to home

sewists our current fashion culture does not equip us well for this responsibility.
Matching pattern to fabric to create a wearable garment requires a designerly sense of
colour, form, patternandbalancethat must begleaned from an environment

saturated with images of clothexf all kinds.

As the fashion landscape has morphed over the last two de¢éd&sS NS A a Wy 2 f
one dominantfF & KA 2 Yy Q 0028 ) Instealda ptokusianaf differing styles

spill forth all at onc€ibid.). As von Busch argues, far from freeingthgs expansion

creates greater uncertainty for those seeking to express themselves, or even just feel
comfortable and confident, in what they weaontrast this predicament with the

style narratives that Tulloct2020 and Young (2020) relay of freehand pattern crgte

from the African diaspora, who cut garments direct from the fabric to suit themselves,

or the working class women interviewed by Mose{@p01) who copied and adapted

LI GGSNYya&a (2 NBONBIGS WTA 1950samid196DsaThed  SQ | -
women referencedn these studiegrew up in different cultures at a similar time.

2 KFG GKS@& KIFI @S Ay O2YY?2 yfromamakekySs webdst A (&
designerly perspective that of knowing clothes from the inside ogtand their ability

to use theirtechnical and embodied knowledge fit their individual body and sense

2F atetSo ¢KSaS tAOSR SELSNASyOSa asSNwmsS
GAOGKAY fTAGAY3 YSY2NESX O0SKI @SR RAFFSNByYy G

It seems that desire for he kind ofagencyevident in the above exampleésone

motivationthat draws people to home sewing, but the extaitdesignerly judgement
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and makerly skill requiretb make enduringly wearable clothésonly revealed

through engaging with the craft. Some beginner sewssish asSteph and Rasa have

clear ideas of the kind of clothes they want to make but are challenged by bringing
vision and fabric together in a wearable 3D form. Others are less sure of what they
want or whether what they have made really works for thexa was the case for

Jenny and Wendy respectively. Some of the uncertainties and anxieties experienced by
the participants in thiproject wouldbe mitigated by greater design awareness, style
confidence or fabric knowledge. Resources aimed at promoting individual pattern
brandsandviogger§) @ d&Rrdthécessarily foregrourttiese aspects of sewing skill

and judgemen

7.8 The affordances of fabric

As we have seen, the wearability of homemade clothes is partly dependent on the
correspondence between garment pattern and fabric type. The style and shape of
garments and thejualitiesof the fabrics used to make them are integral to the design
of clothing and sewing patterr®ldrich 2013) Fabric qualitieg characteristics
includingweight, thickness, drape, sheandstretch {bid: 8) ¢ impact the affordances

of the fabricandhow it will form into a garment, handle in the process of construction
and function in wear As suchthey affect the physiological and psychological
wearability of the resulting garment. Those unfamiliar with making clothes will not
necessarily appreciate the relationship of fabric structure, weight and drape to the
style and fit of clothing or the crucial tfence between stretch and nestretch

fabrics. | briefly touched on fabric qualities when highlighting the fabric
recommendations that come with sewing patterns durthg introductory workshops.
Both Wendy and Rasa showsdme awareness of the significance of fabric type to the
making of clothes but had little technical or embodied knowledge to guide their fabric
selection. When participants spoke about their fabric choices these were mostly based
on surface qualities (colw or print) rather than the material qualities thaffecthow

the finished garment would look and feel on the body.

Confidencein fabric sourcingas wesaw in Part,lis a challenge for beginner sewists.
Despite wearing clothes daily, the interrelationship between garment style and fabric
202
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gualities is not selévidentto people when they first begin trying to make their own
clothes/ K22aAy3 GKS WNRAIKGQ Tl 0 Ndodalsotodts ONR G A O
form and function as an item of clothinGurrent UK fashion culture does little to
make the significance of fabric qualities visible to those without professional design
training. The decline in home sewing, UK clothing manufacture and the teaching of
sewing in schools means that many of thosaring to sew their own clothes in ¢h

UK today have little or no experience of fabrics as workable maseniaf others

using fabric to sew clothes. Even those in this study who were exposed to some
clothes or costume maikg within the home while growing up had taken little interest
in sewing at that time and consequently had very limited fabric knowledge. The
clothes in our wardrobes also offer few clues to the differing qualities of different
fabric types. The labels inupclothes tell us only about fibre content, not fabric type,
and anincreasingly high proportion of clothing nowmade from a single fibre type

polyeste.

As we saw in Part lggtern instructions provide suggestions for the fabric to be used
for a particular makéut reveal little to the beginneaboutthe reasondor these
recommendationsAlthough te qualities of the fabric used to make a garment are
integral to its look and feethese qualities aréard to convey either in words or in
images. Information about fibre content (e.g. cotton, viscose, polyester) and the
names of fabrics (e.g. calico, canvas, corducayymean little to those unfamiliar with
handling fabris except asvearers of clothes.Even if a type of fabric is familiar, like
corduroy, the implications of using it to make an item of clothing are not immediately
apparent to someone unfamiliar with clothegwing practices€Even those with textile
training,such af?hase | interviewe@&handj may not appreciate the significance of

fabric structure (e.g. grainline) to the making of clothes

Yes, it's just really silly things like understanding that you have to cut something
on the grain, or it might actually grow while you are sewing it. Like what!

[laughs]c how's that even a thing?Thandi(l)
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The qualities and affordances of fabrichow fabrics feel, what they will and will not
R2Y K2¢g (KS& KlIy3a 2y FyR 2FF 3IANJditshe K2 g |
how garments will look and feel on the body and so whetherrttakerwearerwill

deem them to be wearable. As we have seen, online sewing communities and
sewalongstyle videos on social media are valuable sources of additional information
for beginners wantingo choose fabricThosewho engage with this kind of content
includingWendy and Jennycan glean useful information about the precise fabric
others have used for a particular make and where the fabric has been sourced. In this
way beginners gain reassurance ttia¢ fabricthey are usindias been tried and

tested by others andnay afford avearable resultin the absence of information

about what others have used for a particular makeaih be hard for beginners to

ARSYUATFE GKAOK FIFIONARO&A gAff Wg2Nl Q F2NI O

The consequential nature of material qualities for the look and feel of clothes starts to
become more apparent to beginners through the process of making. Understanding of
fabric qualitiesand their affordances use is a form of embodied knowledge that can

be gained through handling and working with fabric. Wendy and Rasabetho
indicatedsome awarenesef the significance of fabric typge the making of clothem

their introductory workshopsstarted to reflect on the qualities and affordances of the
fabrics they useasthe studyprogressed Wendy had enjoyed the stability of the

cotton used for her Cuff Top after the softer, more loosely woven doegbléze used

for her pyjama bottoms. She wondered if the top might take on a different look if she
tried remaking it in ahinner fabricor smaller sizeRasa had found the fabric she

bought for her first skirt too stiff for the style she had envisaged and was questioning
whether the fabric she was planning to make a shirred dress from was thin and pliant
enough to achieve the locknd feel she wantedAn appreciation of the qualities of
fabrics is something that practiced sewists develdp & St Q F2NJ Ay (GKS 41
craftsperson gains an embodied understanding of the substrate they work with, be it
wood, clay, glass, or in this case textildswever, this embodied aspect of sewing
knowledge can be elusive, especially when buying fabric online in the absence of
touch.In her followup interview Wendy spoke about her mumvho made clothes for

the family while Wendy was growing upaving a knowledge of fabric accessed
204
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through touchcWY & Y dzY gteudadrmeti@ndeindigo, you know, that would

0S K2 NNRA OMF)SThigietnbosliddknéw@ledgeknowing through touclhe isan
aspectofd K &t Df Syy ! RIFYazy KIFa GSNXYSR WYl (SNJ
S INB |40 NRA]l 2F t2aAy3 a 6S AYyONBI aAy.
LIKEAAOIf AdzZNMPdzyRAYIEAQ OHAMYY

The experiencesf the beginner sewists in this studye a stark contraswith those of

the women (aged 55+) involved in the Emotional Fit project, many of whom had

Wi A TdBésthakidg skil¥Townsend & Sadkowska 2020;) ZPhepreferences these

older womenexpressedn relation to clothingvere informedby an appreciatiormf

fabric qualitiesoften gained throughembodied knowledg®f makingor altering their

own garments(Townsend & Sadkowska 2018feseg 2 Y S gefsary awarenessf

fabric in relaton to the body hadinformedtheir clothing choiceshroughouttheir lives

(ibid)b SANAY H6NRGSEA 2F GKS WKIFLIWGAO ljdz- £ AGAS:
as experienced by the wearéar relation to the body2016: 150and suggests that
muchWestern cultureis philosophicallygredicatedont RA & @2 6 S {2018:F (1 K S
141).Having deepened during the twentieth centurijgrejectionof the physical

body ¢ of the wearer in fashion desigghas resulted iress attentionbeingpaid to

the haptic qudities of clothingthanto the appearanceof clothing from the position of

the outside or increasingly onlinebserver. It is these haptic qualities, this tactile

sense of clothing also highlighted by Aldricf2013)and central to theEmotional Fit
project(Townsend& Sadkowska 201&)that sewing beginners start to tap into and

YAIKG | &2 ersftéyfcentiduelto s S S f

7.9 The body

The relationship of garment to bodyasitical to the physiological and psychological

wearability of homemade clothe$o the way clothes look and feel on us, the way we

feel about them and whether or not we want to wear theihe act of trying to make

clothes can draw attention to the specificsofK S 6 S3IA Yy y SNJ &ofybrk &4 (G Qa

relation toclothes.In The Fashioned Bo2 | yyS 9y igAaidfS SYLKI &

FNE RNBaaSR 02RASAQ wWaniaivp Yi Sorv 10 2IRAR &0 KLONG O
St +ta alOvdaAftftly YR wAidalySy 26aSNPBSs |
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adzo aSNIBASY(l (2 AYRdAzZAINERQ>X O2yaARSNBR LINA
(purchaser) of clothes, while being paid scant regard as wearers during the design and
production of readyto-¢ S NJ Of 20 KAy 3 OHAnuHANY wmthaidd . 2RA
those not conforming tetandardised proportions or fitting a predominantly youthful

idealq are given less consideration still (Townsel. 2017, Townsend & Sadkowska

2018). As we have seen, the opportunity for bettigting clothes is one of the reassn

that people are drawn to home semg butis also one of the more challenging aspects

of learning the craftThe individual body is central to the experience of sewing clothes

for oneself The furtherl & S dddily firépartions stray frona standardisechorm,

the more complex the task of making clothes thattfie makerg S | Njhysibldgical

and psychological requirements.

As we saw in Part |, the fact that home sewing patterns use standardised systems of
sizing, much like shaepought clothes, can be an unwelcome revelation for beginner

sewists looking to resolve their fit issues by making their own clothes. Many of the

skils required to achieve a good fit are those of pattern cuttiatheri Ky Wa S g Ay =
per se. People attracted to home sewing for the better fit it might offer them may be

easily be put off by their early experiences of sewing, especially when they ribaise

need to go beyond the template in the pattern envelope to achieve the fit they want

| think one of the things that surprised me was like hwnd it wasn't
something I'd really thought about, but just how convoluted it is to like, take a

pattern and make it fit an actual human persabnny(4)

The skill involved in fitting clothes to the borynot necessarily apparent to those
enticed to sew by seeing others do so. When | asked Jainowt this she mentioned
couple of things thahad given hethe impression that sewing clothes might be easier
than it turned out to be for herThe first wasSsewing Beand the second was her

cousin who sewed

20¢€
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I've got a cousin who does a lot of sewing and | guess yeah, | guess it's one of
thosethings where like you don't necessarily see all the work that goes into it.

You just see the lovely finished product at the edshny(4)

Indie pattern brands havstarted to introducegreater size inclusivitiynto paper

pattern designextendingsize rangedeyond the standaraffer inready-to-wear
clothing TheTilly and the Buttonsvebsite,for example highlights that the brand has
Syt AaGSR (KS KStLI 2F Wy SELSNI LI GdaGSNYy
Wg A GK FdzZ f S Nktdhdngmaislfiheidpgtterd doje&ien up to a UK size
34. Thidroader range of sizes igpasitivestep toward making home sewing neor
accessible and inclusive, at least for those whose style preferences are met-by size
inclusive pattern ranges.afterns properly drafted to accommodate larger sizes
reduce the need for pattern alteration skills amongst beginners and increase the
chances of the resulting garments being wearalbleeydo not, however,eradicate

the need for patternadaptation where,for example chest, waist and hip
measurements placthe sewistacross size bracketather than needing a larger size

overall.

Those needing to make alterations for fit aptepared to perseverbeyond the

Wl RRA A 2 yFptesentéd MyNdktesnhalieratioliéan accesa variety of

information online providedeither as an adjunct to branded pattern instructions or

via other social media sources. The fact that fit is such a common issue for home

sewists means that bodies, and the particularities of different body shapes and sizes,

are topics openly discussedanline sewing spaces. Following other people online and
Wo2YO0FNRAYIQ KSNBSEFT gA0GK LIRAAGAGBS AYI IS,

able to make was proving helpful to Jenngytcularly in terms of body positivity.

And, you know, peopl& following people of all different body shapes and
things like that, so I'm not getting too hung up on my weight and what's

happening with that, and, you know, all that kind of thing. So really hapsy
(2)
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[the online sewing worlds] just much more inclusive. And, you know, K's

the fact that | would be sewing it means that I'm looking at it and even if it's on
a completely different body shape, I'm thinking, welyou know, when you're
looking at readymade clothes, even if it was on a plus size model, I'd still be
looking at them goingoh yeah, but it wouldn't look right on me because of

this, or this. Whereas when it's something that I'd potentially be sewing, | know
that with trial and error | can mbably make it look right. And so it's so much
more exciting. So it's not like falling in love with something and then being
disappointed because it doesn't fit on the boobs, or you know, it's too baggy on
the waistw X6 looking at something and goingf, yeah, actually, | could

make that at some point in the future and it'd look really goddnny(2)

Over the course of the project Jenny had realised that for her, learning to sew clothes
was a more involved process than she had thought, or than it would haveibsles
hadbeen able to make the kind of clothes she wanted direct from sewing patterns as
presented. However, the visibility of diverse bodies in the largely positive spaces
created by various online sewing communities placed the possibility of better fitting
clothSa aSSYAy3afte gAUGKAY WSyyeQa NBIF OK®

In contrast to the brands and online communities that cater for and make visible

diverse bodies, the DIY Cut & Sew videos that Rasa was drawn to (as we saw in Chapter
6) appeared to take little account of differing body shapes, as simple formulas are
presenta for the cutting of fabric pieces. The people delivering the instructions in

these videos may be relative amateurs themselves. Their enthusiasm to share what

they have made adds to the sense of creative inclusivity and possibility around the

making ofclothes, that had attracted Rasa to sewing in the first place. However, the
creators of this kind of content may have little sewing knowledge beyond having made

a version of the item they are demonstratiag beingvearable on their own body. In

GKS OFrasS 27F,wWAd XaSRNI2AIRARADL LILRZAYGYSY G 6A

look, sufficient to stop her proceeding with it before it was finisHéghpendix 16h)
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| guess all that I'll learn from these new experiences over the past few months
is that following internet tutorials, for me, from people that look quite different
from me, even though it looks like it could accommodate is not the most smart

idea Rasa(2)

Despite their struggles with fihpoth Jenny and Rasamainedinterested in learning to

make their owrclothes. Both women had made wearable lower body garments during

the project but were learning to sew in part because of their issues with upper body fit

in clothing generallyso this aspect of making remained important to thdmher

FollowdzLd Ly G SNIZA Sgs WS\WYRS 25F AOR CBSK/S drI R W A Gt
to sew at home alone and instead was planiog’ A Yy @S a0 AP R2B.FAQaEWM
Rasa had shelvdter attempts atpattern alteration for the time beingnd was

embarking orwhat she referred to as thé&NKlesspath of working from armonline

tutorial to make a shirreddress’ in the hopethat the stretch woulccircumvent some

of her fit issuegRF)

Despite increased attention to size inclusivity in the drafting of contemporary patterns,

the fit issues and fitting skills involved in catering for diverse body shapes are not
immediatelyevident to beginner sewists, whether or not they use sewing patterns. All

but the most determined beginners may be put off pursuing home sewing beyond

their first attempts once they become aware of the work involved in achieving a fit

they are happy witha NI A Y R f SQ& 0 H ntwattérn ateratiziRefor fitdz3 3 S &
are a frequent topic for online discussion and ongoing learfonghose who do

continue to sewTheexperiences of Jenny and Raséect the extent to which sewing

and the skills inveked in successfully realising wearable garmentsusuder-

recognised andinder-valued evenwithin a contemporary culture thadppears to

celebrate sewing as a craft.

17”Made of fabric gathereth repeated horizontal rowssing elastic thread so that the bodice fits
flexibly to the form of the upper body
20¢
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7.10 The relative aesthetics of homesewn clothes

Having discussetthe contemporary sewing context and resources relating to fashion,

fabric and fit, | now want to focus on context for the three wearability factors that

relate specifically to the physical construction of clothes. As we saw in Part I, when first
making garmerg, beginner sewists encounter many differgmocesses and

techniquesthat are unfamiliay with consequences for the form, functionality and

finish of the items they makd&.he skill and precision with which thegecesses and
techniques are carried out ipactsmakerweared Q | a3 SaayYSy gwhice T 6 S
are complex, subjective and contesqiecific (Twigger Holroyd 2017, Woodward 2007).
Peoplewho make their own clothes may want people to know an item of clothing is
homemade but they do not want them to know for the wrong reasons. As one of
CoAITIASNI I 2t NPBRQA AYUSNIASHESSa NBO2dzyia:z
wondered if the clothessh Y RS Wi 221 SR | o6A0 G422 K2YS)
I NB 2FGSy SEOAGSR o0& YIIKBS AREQ 2rRSy Saz/asS 2y
comments on something they are wearing. Many interviewees and participants in this
study talked positively about the prospect of this happening. However, if uncertainties
linger about the look or finish of an iteqif it mightWf 221  o0A(cthed2 K2Y

a compliment might be received with more conflicting feelings.

did I tell you that | wore the lemon dress out the other week and someone was
like 'l really like your dress' and she was gone. But then | said to Mum, | said, |
just don't think I've got the confidence to go 'l made it' you knawut that is

a really nice, you know, nice to be in something you've done. And I think that's

whatQ driving me more Seph(3)

One strategy for mitigating anxieties of the kind described above is to focus making
activities around items that most lend themselves to being homemade. One of Twigger
| 2t NP8 RQa | YyAUGSNAE RSaAONARO6Sa GF{1Ay3a (KAA
concentrding on colourwork and Aranghe histories of which are closely tied to
domestic rather than magsroduction (2017: 101). In contrast, in contemporary
home-sewing cultureg particularly as represented by indie pattern brands, on
Instagram and YouTulitemssuch ageans, underwear and swimwear feature

21C
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prominently amongst the garments that are made and promoted to amateur sewists.

The encouragemernb make thesegarment typess reflected in Martindale &
aOYAyySeQa o6nHnmyO0 FAYRAYy3I (KIFG 2SFHyasx 2dz
the sewists in their study were looking to add to their sewing repertoit¢fowever,

as Twigger Holroyd points out, jeaowe their aesthetics to industrial rather than

home production (2017: 96). Attempting to make jeans within the home demonstrates

Y FTRYANIoftS WOlIY R2Q ALANRG FY2y3ald Kz2Y:
online resources for the home sewing commuynit also belies the fact that to make

jeans in a domestic setting, with a domestic (rather than industrial) sewing machine,
requires a considerable amount of skill. For the resulting jeans to be considered
GSENIo6tS Ay (GKS aSy &3 foKleh | iyrmS & weRAKSH alldN
Holroyd 2017: 95¢ that is, shopbought¢ would demand astrong needle, avell-

powered machine and a great deal of precision. Making jeans was beyond the

ambitionof any of the Phase Il participants at the time of the research. However,

Phase Interviewee Hope was considering trying to make jeans as she sought to

improve the sustainability of her sewing practice by making the kind of items she wore
most regularlyg rather than the noveltyprint items she had made whete first

started sewing.

As we saw in Part I, one of the complicating facemsountered bybeginneswhen

first making clothessthe need tonavigat the difference between construction

processes as commonly instructeavith the use of an overlockeyand as

encountered with the toolsnost beginnerdiave available to them. While beginners

are guided to use the zigzag stitch on their domestic sewing machines as an alternative

to overlockingthe differencebetweenthese two ways of finishing a raw fabric edge

and even the purpas of finishing edges at all can goexplainedTheillustrated

pattern instructions particularlythose for ndie patterng show an overlockeéinish

that isfamiliar from the inside of shepought clothes. In comparisothe unfamiliar
ITA31TF33SR SR3IS YIe 0SS 02y BydddeNdsRngar8aa y S|

18l'a LRSYUGAFASR AY [/ KIFILIISNI o> alNIAYRFEES FyYyR aOYA)
involved sewists who were more experienced than the participants in this study. Many of the women
interviewed for that study aspired to make more, if radk of their clothes
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trimming fabricconcurrently,overlockersquicklyneaten raw edgeandare

particularly useful irsewingstretchfabrics On the downsidgoverlockers can be

difficult and time consuming to thread, can make accidental cuts in fabric if inexpertly
handled andnore than double the setip cost for the home sewist. For these reasons
most beginners, including the Phase Il participants in this study, start sewing without

having access to one.

The prevalence of overlockeirs the visuabnd material cultureof contemporary

home sewingnayimpact theexpectationgeople have ohomemade clotheand

their assessments of the wearability of the items they makiendy, who had

struggled to zigzag finish the seam allowance on her first garmeemtioned in her

third VIEW encountethat she had ben reassured when we had spoken about the fact

that her zigzag finished edgesuldlook different to the overlocked edges shown in

the instructions. For somieeginners, the wearability of their homemade garments

YIed KAy3aS 2y GKS WySIaySaaQ 2F FAYyAaK (K
experienced beginners interviewed in Phase | had purchased overlockers after their

first attempts at sewing. Alisomvho had some prior experience of sewing as a

teenager, said she convinced herself she needed an overlocker before returning to
aSeAy3 | a |y | Rdz 0 F2N KA doveloEkerafeenie 9f f &
unravelling linen skirt incident relayegrlier (Section7.4). Thandisawpurchasing an
overlocker after making only a few items as a sign of her ongoing commitment to

learning to sewclothes

In her third VIEW encounter, Sophie talked about the neatness and positioning of the
zigzagged edges dhe cuffsof her8tevi€dress andvhetherthese might be visibld

was surprised to find later in the same VIEW encourttet,tfollowing thepattern
instructions Sophiehad also zigzagged the bottom hem of the dress and turned it only
once. An overlocked and single turned hem would be common on alsboght

garment but for a home sewistvithout an overlocker, a thin summer garmestuld

be more nedly finished by turning a narrow hem twice, with no need for edge
finishing at all and no visible zigzgegl rawedge (Figre 29). For someone like Sophie,
for whom neatness was strongly linked to wearability, a zigzagged edge visible at the
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cuff or the hem of a dress could resultan itemquickly falling out of favour. This was
Y20 AYYSRALGSt & WWdi&Hredd, it whict2sNé wadelightes. Bt
were Sophie to continue sewing beyond this first completed-test garment,

finishing details of this kind may come to be scrutinised more harshly. While an
overlocker may be assumed to be the only solution, theme other ways to finish a

hem that offer a just as neat, if not neater, finish using the sewing machines that
beginne sewists already have to hand. These methods may be slightly more complex
to relay in pattern instructions but in practice need take no more time. Similarly, there
are many different ways to finish the raw edges of fabric on the inside of rsena
clothes Figure30) which are usefufor different kinds of garment, fabric types and
weight. By providing a more universal solution, the overlocker requires less
engagement with these material differences. The more the overlocked finish becomes
the norm for hone sewists, as well as in industrially produced clothing, the more the
overlocker comes to be considered essential and the less the aesthetics of homemade
clothes may be seen as acceptable or neat enough to be wearable. Thus, the pull to

mimic the aesthetis of masgroduced clothing is strengthened.

This discussion illustrates some of the tensions that home sewists must navigate if they
want to make clothes they will wear. The items they make may be held up, by them or

by others, to the standards of industrially produced clothing and in that compariso

FINBE oFRfe& FT2NJ 0KSANI WK2YSYIRS a[221£Q o
hand, beginners with little or no access to harmtsmentoring or support may find it

difficult, with the online resources available to them, to discern what is achievable at

their current level of skill or to resolve issues they encounter along the way. Making

these judgements about what to make and how to achieve a finish that they, as the
makerwearer F SStf Aa WI22R Sy2daAKQ (G2 6S 6SI NI O
encouraging remote learning and designed to make home clothes sewing attractive to

amateurs.
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Figure29 - Four hems(a) Overlocked finig (b) Zigzagged finish, (c) Twice turn@) Hanchemmed

'fr e S e

French seam

Figure30- Samples showing different techniques for seam finishing
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7.11 Conclusion

In Chapter 6, | identified positive affect associated with the making of wearable
clothes. In this chapter | have approached the wearability of clothes made by beginner
sewists from different perspectives. | have identified six factdiashion, fabric, if,

form, functionality and finislg that impact on assessments of the physical and

aesthetic wearability of the clothes that beginners make. And, taking a broader view of
wearability, | have considered how aspects of the cultural context within whichedot
sewing is encountered by beginners might impact the physiological and psychological

wearability of selsewn clothes.

Clothes making is an example of a craft practice where the outcomes of the craft
activity do appear to be important to the maker (Twigger Holroyd 2014, 2016). This
research finds that the wearability of horswn clothes was important to those who
made them not least because of a desire not to waste time, money or materials. This
desire to avoidvaste links motivations for sewing to the sustainability concerns found
to be common amongst interviewees and participants in this study. From the
perspective of meerial use, it is the clothes which are enduringly worn that are the
most sustainable (Fletcher 2016). Home sewn clothes, like any other clothes, are only
sustainable in this material sense if they are worn and, in being worn, substitute shop

bought clothes and reduce, rather than increase, material consumption overall.

As we have seen, makimgarableOf 2 1 KSa NBIljdzZANB&a I O2YoAyl
WRSAAIAYSNIe&Q ajAaftfta GKIG FNB y2i ySOoSaal
make clothes for themselves. Makerly skills include the more evident technical skills

linked to clothing constructioand the form, functionality and finish of horrsewn

clothes. Designerly skills, which are seemingly less obvious to sewing beginners,

include material awareness and interrelationships between fashion, fabric and fit and

some understanding of how clothes work in relation to the body. The experiences of
beginners in this study highlight the centrality of the body to both these spheres of skill

¢ both to how clothes are made and how they work on the body. The material

entanglanent of body and garment has been explored elsewhere from different
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perspectiveg; in relation to clothing design and construction (Aldrich 2013),
physiological and psychological fit (Townsend & Sadkowska 2020) and everyday
experiences of selecting and wearing primarily shopght clothes (Woodward 2007)

¢ variously emphsising the qualities and affordances of fabric and the sensory nature
of clothing. The wearability 6Fs identified in this chapter, based on maked NB NA Q
experiences of learning to sew, cluster around the two spheres of makerly and
designerly skill, mak@the centrality of the body to experiences of home sewing more

apparent.

WEARABILITY 6Fs

fashion fabric form functionality

fit finish
body
+

resources

Figure31l- WearabilityW ¢ €ldst@r diagram

The experiences of Phase | and Phase Il participants highlighted how quickly beginners
identify changes they want or need to make to the sewing patterns they follow,
especially (but not exclusively) where their bodies do not conform to standardised
proportions. The desire to adapt for physiological or psychological fit points to the
importance of designerly skilisthose of pattern cutting and alteration rather than

sewing per s& where pattern brands and other online resources depend on a wider

communityof home sewists to complete the picture and support one another to make
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clothes that fit. The significance of our divergent bodies to experiences of making as
well as wearing clothes can be obscured by the material and online culture
surrounding home sewing, much as is the case in fashion more generally (McQuillan &
Rissanen @0). This matters because the wearability of hesesvn clothes is linked

not just to their material sustainability but also to the positive affect that inspires
ongoing sewing practice and the reinforcing positive affect derived from acquiring new
craft ills.

In Chapter 8 | will address the theme of materiality, extending beyond the physical
body and affordances of fabric addressed above to include the materialities of

everyday life that provide the context for home sewing.
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CHAPTERE@&MATERIALITY

The video clips that Rasa, Steph, Wendy, Jenny and Segbigledprovided a proxy

for direct inperson engagement and the mu#tensory, 3D view of their sewing
practices that synchronous-person workshop activities would have allowed. As these
clips were discussed during VIEW encounters, the participants sharedéveing
experiences with me. In Chapter 6 | focused on the affective dimension of these
sewing experiences, both positive and negative. In Chapter 7, | focused on the
wearability of homemade clothes (linked to positive affect). Basethe.J- NIi A OA LI y |
assessments of the garments they made and the techniques and processes they
encountered in the patterns and online tutorials they followed, | highlighted six factors
that impact the wearability of sefewn clothes. In this chaptemill focus on the
materiality of these learning experiencds doing so | take inspiration from Sophie
222Rgl NRQA RS T A-grieniate@ ontol@gy found ivHerlb&akatekial
Methods: researching and thinking with thin@@)20)

Broadly defined, a materiariented ontology is one which positions things and
materials as an integral and entangled part of social relations and worlds.
People, relations and things are allconstituted as things play an active role

in the uses and nmemings they come to have.

A materiatoriented ontology is one which does not prioritise people or the
WE20AFEQ 2N WOdz GdzNI £ QX o6dzi AyaaSIR &
social and material and things as playing an active role in the materialisation of
personhood andulture. (Woodward 2020: 25).

This definition is consistent witihe ideas ohew materialism {ntroducedin Section

22)ini WNBFdzalf 2F RdzrfAadYaQ &adzOK & &adzmes
(Cooletn nmMoY npn0 YR AlGa 2yldz2ft238 2F WoSO02Y)
/| 22tS5SQa yS¢ YIFGSNAITAAY | pfRideerzd@iRgeméiiR Qa Y|
to look closely at processof materialisation and to contextualise them with an

understanding of thesocial and the material as entwined. This approach may help in
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understanding issues of fashion and sustainability, where consumption and

production, the cultural anthe material are too often treated as distincMcRobbie
1997,Entwistle 2015Woodward 2007). Woodwardnd Fisher attempt to bring the

G2 G23SGKSNI 08 Tad opnrdsyomateyalisitisritatkK A 2y Ay 3 Q
encompasses not just of the production and consumption of fashion items but the
Hetworks of people and garments that produce the meanings of fashiodo H nimnY y 0
this fashioning thenaterialand immaterial areeciprocally entwinedvith one another

and with thematerial relations and contexthat give rise toeach.

In this study of the materialisation of garments in the hands of amateurs, we have
seen the material and the immaterial entwingis makeswearers assess the
wearability of what they have madéhave already touad on the significance of
materiality ¢ of the body and the affordances of fabido the wearability of selsewn
garments Sections7.8 and7.9). Inthis chapter will focus on what happens when
human bodies coincide with physical tools and materials and the materialities of
everyday life (space, time and money) to consider hlogse materiaties shape
0SAAYYSNEQ SELISNASYyOSa 2F asSgay3ao

8.1 Embodied material practices
In this section | will focus ahe LK@ & A OF f  YIF GSNRAFfAGe 2F o0S3
In doing so, | will reflect on what happens whaapiration, information and

instruction often gleaned onlineare brought to lifeasembodiedmaterial practice

Both Jenny and Rasa commented on how surprisingly physical they had found their
first experiences of sewing; thhysicalitywas also reflected in the video clipeared

by other participants, in which fabric cutting was often taking place on the flBmure
32).

and, like, cutting and how fiddly it all wasnd how | didn't realise how like
how | would think it could be more precise but then when I'm actually
physically doing the task how weirdly it's a lot more demanding than you think

it would be. | was like if | wasn't like abbedied | don't know how a person
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could do that because you either need a really really big table or need a
hardwood floor which | ended up switching to so then the video you'll see I'm

actually on a hardwood flooRasa(1)

So as you can see, | keep like changing my physical positioning because | found
it quite difficult sitting on the ground, but I didn't have a big elevated space to
do this on. So yeah, it's lots of fiddling and me trying to let the camera see, as

you can se. Rasg1)

Figure32 - Cutting out fabric on the flooi(a) Rasa cutting fabric for New Look skirt duting
First Making Periadb) Wendy cutting fabric for pyjama trousers durlgst Making Period.

22C



Chapter & Materiality

LY FTRRAGAZY (2 GKS LKeaAOlt Fé16l NRySaa
with both cutting and pinning was her temptation to lift the fabric to handle it, which

meant gravity pulled pattern, fabric and scissors out of alignment.

I'm like pinning into the ground because | was like | didn't want to raise it up to
them holding in my hands and then something slips and becomes mangled and
awkward. And | kept like. see there we go, there we go. | keep like raising up
and then everything goes wobbly and scribbly. And yes was trying to

make myself physically | think more comfortalileen realise this doesn't really

blend well with tissue paper lying snug against the fabric its&dsg1)

So | found that you want. when you, as a kid, learn how to cut anything you
usually twist the piece with yoWVith fabric it didn't really... | wanted to but
then it didn't really make that much sense. So | found that | need to physically

move myself around it itself rather than move it for niRasg1)

Through trial and error, over the period of the research project, the participants
adjusted their practices and devised new ways of working in response to their

embodied experiences of working with unwieldy materials in often awkward spaces.

{SegAy3d WAY NBIFf fATFTSQ

Rasa was the youngest of the five Phase Il participatgsearly comment about

being partofi KS W, 2 dz¢ dzor&ferr&dSo/tte Mdperidngeydiyrowing up

frequently seeing people instructing other people on video (RBsa had picked wp

great dealof sewing language and tips from the online content she had viewed. When

L aFAR &KS FLILISIFENBR FfNSFRe (2 KI@S dzyRS|
it just looks that way. But also, | do just watch people sew a LOT. Like that's what | do
totune2 dzi Q o wH U ® { KS @& M&ng ofthd DeSrghTTRt cHarSadeki®m ¥
0KS | ROSY(idz2NBE ¢AYS OFNI22y K2 KFa |WF LILIN
Yy2U0AOSR $4KSy O2RAy3 wlalQa +£A92 SyO2dzyias
WWIS2LJX SQ &l &z Grt1 lo2dzizs FNB gl NB-2F>
free and disembodied these multiple voices seemed to be.
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Rasa reflected on how the experiences she brought to sewing, of cutting with scissors

as a child, had not proved very helpful to her when first trying to cut fabric. She

sometimes seemed surprised by the challenge of putting what she had seen online

into practice.Echoing the knowing irony of the YouTubers (Micarah Tewers and Rachel
Maksy) in the Performative videos she enjoyed watching, Rasa seemed to embrace the
Fo&ddNRAGEZT 2N gKIid akKS G 2yS,oldamewiherRSE Ol
sewingexperiences. However, she also wanted to be able to make garments she would
wear, and to be more confident in her sewing skills, hence her interest in the Vintage
Inspired tips and advice of YouTubers such as Evelyn Wood. Rasa idemtégstifor

somebody to ask questions of andgaink O0S&aa (2 WiKFG az2Nu 27
FTNRY 06ST¥F2NBQ o0wHOod [A1S Y2ald 2F GKS 20KS|
Rasa had no #person or regular contact with anyone else who sewed (except

remotely, durirg the project, in VIEW encounters with me).

wlk &l Q&8 SELISNASYOS KAIKEAIKGA Foddakinfga i KS f .
craft for which one has limited embodied or material knowledge to doavor

reference. In SectionsBand 64 we alreadysaw some of the challenges that video

presents the challenge of relaying the processgafirmentconstructionat full scalen
three-dimensional space via the video camera and laptop s¢raed as a beginner,

0KS OKIFffSyasS 2F waSSAy3a gKIG &2dz ySSR {:
the third challengantroduced in Section 6, of recognisingvhat is not shown when

practices argelayed via decontextualisionline spaces. Thiame, space and

resourcegequired to participate in sewing activities are oftdawnplayed if not

entirely unspoken. The voices of those delivering the information, even when doing so

Ay | O2yFSaarzyltf WakKkENB FftQ d2ySz I NB
how they know what they know or how their unique bodyormsthat knowing, their
knowledge of clothes or of clothes making. Through their engagement with the

embodied practice of trying to make clothes, beginner sewists choosing to learn to sew

at home alonanaysoon encounter these absence®f material context ad of bodies

¢ even if not explicitly recognised as such. Those undeterred and determined enough

G2 O2yiAydsS &a86Ay3 sArtt tA18te 4881 2d
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personally via online sewing communities if not out in the real world. But others may

easily become disillusioned or feel excludeain the start.

8.2 Material engagement

Unwieldy tools and materials

Like Rasa, Jenny remarked on how surprisingly physical she had found her first
experiences of sewing. Jenny had initiaicided to trim her paper pattern pieces
outside the cut line in the hope that cutting through this line at the same time as the
fabric might result in more accurately cut pieces of fabric. When this proved difficult
Jenny wondered whether her scissors wdrecoming blunt but also reflected on how

physical she had found standing over the fabric and preparing to cut it.

| had read that, you know, cutting through paper can blunt your scissors and it
did feel like they just did statb stop working faughs], which was a bit

annoying. So yeah, so | was really struggling and | think asweetif the things
I've realised is that you're using lots of different muscles when you're doing
this. So | was, like | spent a lot of time stood up and then obviously using the
scissors and cutting through two things of material and then the paper was
quite tough. So | don't know if | wasst getting a bit like tired at that point as
well, even though I'd only been cutting for, like, two and a half minutes

[laughs] Jenny(1)

Later in the project,d overcome the difficulties she had encountered when cutting
fabric, Jenny, like many contemporary sewists, switched from using pins and scissors
to using a rotary cutter and pattern weights, which she found much eésigure 33)
Rotary cutters and pattern weights can assist those with little experience of handling

fabric to cut the pieces they need for the garments they want to make.
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Figure33- Jenny cutting fabric (a) using scissors during First MaReripd (b) using rotary cutter
during Second Making Period.

In contrast to Jenny, Rasa quickly started to develop a sense of how to work with the
scissors and fabric. When | asked her about what she was doing with her left hand
while cutting (Figure34) Rasa spokabout what she was doing in relation to fabric

tension and gravity:

Ah, yeah, I'm trying to keep the tension. That sort of made sense to me

because then | could let the fabric fall over the scissors themselves. And they,
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you know, because | guess of gravity, they will just fall more or less evenly. So

that was ... yeah, that was something | usBdsa(1)

Figure34- Rasa cutting fabric for New Look skirt durkiiggt MakingPeriod.

| did not ask Rasa at the time whether this was something she had worked out for
herself or if it was a tip she had picked up from one of the more techrigoased
Vintage Inspired videos | later learnt she watched. Gently lifting fabric, and holding
light tension in it, while letting it fall evenly over the scissors sounds like just the kind
2T Wo NA R 3 S,discissed id RectiaB2 thatan experienced sewist might
offer a novice to support them in developing their own embodied knowledge of this

common sewing practice.

' y20KSNI FIF OG2NI Ay wlkal FyR WSyyeéeQqQa O2ydN
materialseach was using. Rabad drawn around hecommercial tissue paper

pattern, to make it easier to cut her fabridennywasworking from anndie pattern

printed at home and traced onto greaseproof papbkrSection 53, | wrote about indie

and commercial patterns mostly with reference to the style of instruction and the

associated online resources. However, the other important difference between the
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